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Introduction 
J E R O M E  K .  M I L L E R  
THEINVENTIONS OF Thomas Edison, George Eastman, Joseph Tykociner, 
and others made the modern, color, sound film a reality. A wise decision 
by business competitors provided the standardized 16mm format used 
today. These developments in film technology are important, but they 
are not the true cause of the growth of film services in libraries. To find 
the real reason, changing attitudes must be examined. Perhaps the first 
stimulus came from educational philosophers such as Comenius, Pesta- 
lozzi and Montessori, who stressed the importance of permitting students 
to employ all of their senses in their studies. This concept of the whole 
learner was further advanced by recent reformers such as Dewey and Dale. 
Although educational film libraries existed sixty years ago, few teach- 
ers then used films in their classes. The expense and complexity of the 
early projectors and the danger of fire from the nitrate films justified some 
reluctance to use films in schools. One early educational film catalog ad-
vised teachers, in case the projector caught on fire, to throw it out the 
window. The thought of throwing a blazing, 50-pound projector through 
a school window was not designed to encourage film use. The advent of 
improved (and lighter) machines and "safety" film stock must have been 
reassuring. 
Again, however, it was not the advent of new technologies that fos- 
tered film use. It was, instead, due almost entirely to changing attitudes 
about the film. At the beginning of World War 11, a number of film-
makers persuaded President Roosevelt that the rapid training of thousands 
of soldiers, sailors, and airmen could only be achieved through the inten- 
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sive use of audiovisual materials. Throughout the war, the U S .  Office of 
Education and the training aids divisions of the army and navy produced 
thousands of 16mm training films. Millions of Americans began to realize 
that films were useful for education as well as entertainment. The war 
effort also produced a cadre of capable young officers (James W. Brown, 
James D. Finn, Robert E. deKieffer, and many others) who began to use 
skills acquired in the military training aids divisions to introduce audio- 
visual education to the postwar schools. The generous flow of federal funds 
to schools in the 1950s and 1960s helped to support their ambitious goals. 
As a result, there are few teachers who do not use films in their teaching 
today. 
The increase in the use of films in the public schools soon spread to 
colleges and universities. The burgeoning community colleges were gen- 
erally among the first to seize on the importance of educational films in 
the classroom. The major research-oriented universities were often the 
last to accept this innovation in teaching. Several reasons can be advanced 
to explain this phenomenon, but the writer believes it is due in large part 
to the unwillingness of university libraries to accept the film and other 
audiovisual materials as legitimate library materials. 
As a result of this reluctance, separate university audiovisual libraries 
grew up on the campuses. They were often underfunded and relegated to 
odd corners of the campus. A few university library administrators in- 
cluded audiovisual materials in the library collection and provided ade- 
quate staffing to maintain the services. On those campuses, films are now 
widely used in teaching and independent study. 
Film services in many public libraries has had a long and honorable 
history. Public librarians regard films as legitimate works of art, history or 
literature, worthy of inclusion in the collection along with books, periodi- 
cals, and records. In  too many libraries, however, films are regarded as 
supplemental materials to be used as “book bait,” i.e., to entice children, 
the uneducated or the elderly to read. Although the term book bait has 
disappeared from library jargon, the underlying attitude that films are 
second-class library materials is still evident in some public libraries. This 
unfortunate attitude is now giving way to the more enlightened one that 
the film, as a unique form of literary or artistic expression, is worthy of 
representation in library collections. A wave of media-minded librarians 
is finding new ways to include films in library collections and services. 
Under their capable leadership, the future of film services in public li- 
braries seems promising. 
Some of the leaders in this movement were invited to submit articles 
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on the role of films in libraries to this issue of Library Trends. The issue 
attempts to explore a range of topics, including new film-making tech- 
niques (avant-garde), new physical formats (8mm and video), and new 
management techniques (data bases for bibliographic control and con- 
sumerism). Additional articles treat the role of film services to special 
groups, such as children, the elderly, and the hearing-impaired. The edi- 
tors regret that it was impossible to obtain contributions describing certain 
new topics within the field. 
Ronald Sigler describes the development of film services in public 
libraries. In so doing, he traces the historic precedents as well as the de- 
veloping philosophy of film services. His account of the early years is par- 
ticularly interesting for its contrast between actual practices and the 
developing philosophy. Orrin G. Cocks advocated using films for instruc- 
tion and enlightenment. The pioneer film libraries used films as publicity 
materials to gain new readers. The idea that films are legitimate literary 
or artistic works was slow to be accepted; yet the progress in recent years 
is encouraging. 
Euclid Peltier introduces library film services through his apt defini- 
tions of three types of films: the teaching or classroom film, the informa- 
tion or idea film and the entertainment or recreation film. The number 
of films in each category has grown substantially in recent years. The 
number and diversity of films falling in the last category are particularly 
amazing. Animated, unnarrated, iconographic, underground, and avant- 
garde films are only a few of the types found in this category. Libraries 
have been quick to accept films representing some of these formats; the 
revolutionary philosophies and techniques used in the underground or 
avant-garde films, however, have not been as well received in many li-
braries. William Sloan discusses the role of these films in library collections 
and suggests a number of notable avant-garde films suitable for library 
collections. 
Three articles discuss the role of films in three important areas of 
library services. Julie Cummins provides a thoughtful analysis of the prob- 
lems librarians face in selecting films for children. The title of her article 
is itself a description of the problem : “Children’s Films : Secondhand, 
Second-rate, or Second Wind?’ Jean Haynes traces the development of 
film services to the elderly. The emphasis on travel and nature films in 
programs for the elderly suggests that library film programming for this 
group has yet to fulfill its potential, or the potentials of this age group. 
Salvatore Parlato explores the wealth of captioned and unnarrated films 
available to the hearing-impaired. His comments on the use of unnarrated 
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films for both hearing and hearing-impaired audiences are particularly 
valuable. 
A list of 500 recommended films supplied by the Film Library Infor- 
mation Council helps to round out this portion of the issue. The list in- 
cludes many older titles that are now regarded as classics. Many fine new 
films are also included. 
The topic of management of library film services offers a number of 
special challenges. When the super-8mm film format was introduced in 
the mid-1950s, librarians and film-makers were delighted with the pos- 
sibilities it offered. The optimism expressed by the film-makers was well 
founded. The super-8mm format was well suited to the needs of the ama- 
teur and the professional film-maker. Unfortunately, many of the potential 
benefits to libraries have not been realized. The problem rests, in part, 
on the lack of standardized sound system and cartridge formats. Kodak 
concentrates its film and equipment production on the magnetic sound 
track and reel-to-reel Cartridge formats; technicolor only offers equipment 
employing the optical sound system and an endless-loop cartridge. The 
availability of these two incompatible formats discourages the mass pro- 
duction of films for library use. Philip Levering’s article describes the 
common applications of these two formats in public and school libraries. 
His article includes a list of the major vendors of super-8mm films. 
Ruth Rains provides a fascinating account of the development of 
bibliographical contaol for films. The film locator project which she de- 
scribes holds great potential for library film services. The published result 
of this project will mark a milestone in the development of union lists of 
16mm films. I t  is fortunate that the project is based on university library 
film rental collections, since these libraries have lower rental rates than 
most commercial film libraries. The Locator will be more than a union 
list, however. It will provide a unique subject bibliography employing an 
authority system designed for films. (The value of this contribution can 
best be appreciated by those who have used the Sears or Library of Con- 
gress subject headings to catalog avant-garde films.) When the locator 
data base is fully developed, libraries will be able to use it to publish their 
own film catalogs. The library will inform the R.R. Bowker Go. of the 
titles in its collection; the data base can then be manipulated to provide 
a catalog to match the library’s collection. If the library has titles which 
are not in the data base, the cataloging information for those titles will 
be added to the data base. The potential for improved services and re- 
duced costs from this project is difficult to calculate. 
JanCureton’s article gives an interesting account of the efforts of the 
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Consortium of University Film Centers to develop consumer standards for 
film buyers. Its efforts to obtain color-stable film stock will help libraries 
provide more attractive film programs. It will also reduce the necessity 
of weeding films because of color shifts in the film stock. The work of 
this association has generally gone unnoticed outside its small member- 
ship. It is fortunate that this information could be shared with the readers 
of Library Trends. 
The final article dscribes the development of licensing agreements 
that permit libraries to videotape films. For a modest cost, libraries can 
make unlimited numbers of copies of popular titles to accommodate heavy 
demand periods. When the demand for a title diminishes, the tape can 
be erased and used to copy another popular title. This is especially useful 
for meeting peak seasonal demands and for eliminating canceled reserva- 
tions resulting from overdue films. 
Thanks must be given here to Patricia Mackey for her efforts to 
organize the content of this issue and for selecting most of the articles. A 
special note of appreciation is due to Linda Hoffman for her efforts to 
organize and edit the issue in time to meet printing deadlines. 
This issue marks the introduction of a new cover design. The Library 
Trends Publications Committee hopes that it will add to the attractiveness 
of the journal. 
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A Rationale for the Film as a Public Library 
Resource and Service* 
RONALD F. SIGLER 
VASTCHANGES HAVE TAKEN place in the use of film, from its earliest use 
as a promotional program device in the public library to its current recog- 
nition as an important part of a library’s total information resource. By 
examining certain key periods in the development of film service and 
utilization in public libraries, a rationale will be extrapolated by looking 
at both library practice and its theoretical basis. 
THE BEGINNINGS 
In  1910, the Madison (Wisconsin) Public Library provided the first 
recorded use of film in a public library. A film was used in connection 
with a children’s story hour to illustrate the tale, and thus promote the 
reading of the book.l Only four or five years later, the South Side Library 
in Milwaukee had “one of the most modern motion picture machines of 
the day” installed in its auditorium for the purpose of showing films “to 
interest people in library books.”* In 1914, in Seattle, Washington, motion 
pictures were taken of an “airplane contest” conducted by one of the 
children’s librarians; they were so successful that other Seattle Public 
Library activities were filmed and then shown in theaters to publicize the 
library. The Seattle Public Library was also experimenting with story- 
hour use, and it was noted that the books on which the films had been 
based had circulated well. During the same period, California State Li- 
Ronald F. Sigler is Assistant Professor, School of Library Science, University of 
Wisconsin-Milwaukee. 
*This article is a condensation of a chapter of a book by Mr. Sigler to be pub-
lished by the American Library Association. 
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brarian James Gillis was reported to be “making a tour of the Yo10 county 
library system for the purpose of getting a series of moving pictures show- 
ing the work of the farm advisor and the county free library.” This project 
was to be a publicity film for the Panama-Pacific Exposition. Significant 
at this early date was the forward vision of Gillis in his proposed plans 
for the California State Library to develop a film exchange to provide 
“schools, clubs, societies and the like. . . with industrial films and pictures 
treating educational and scientific subjects.yyS I t  was also reported that the 
public library in Edgewater (New Jersey) substituted a regular series of 
films for a lecture series that had been losing attendance, concluding that 
the films could “exert a wider influence, and one fully as educational.yy4 
Two articles appeared in 1914 and 1915 by Orrin G. Cocks, advisory 
secretary of the National Board of Censorship. These have become pub- 
lished landmarks for their early perseverance concerning the role of librar- 
ies and the film medium, with special emphasis on the public library. In 
the earlier article, entitled “Libraries and Motion Pictures -An Ignored 
Educational Agency,” Cocks censured the library profession in his opening 
statement for not responding properly: 
The libraries of the United States have failed to see the educational 
value of motion pictures during their period of growth in the last 15 
years. These have now become overwhelmingly commercial and are 
supplied daily to over 17,000 motion picture houses. The libraries 
propose entering the field by exhibiting films which are peculiarly 
suitable for instruction and enlightenment. They just pay the price 
for their earlier indifferen~e.~ 
He also anticipated the demands of program planning on the librarian by 
noting such contemporary details as creative selection, program balance, 
and content knowledge : 
A warning should be given to librarians against an attempt to fur- 
nish instruction at the expense of entertainment. A well-balanced 
program will produce a far more satisfactory result than a program 
which excludes laughter and thrills. 
I t  ought to be clear by this time that it is no easy work to provide 
a regular program of a high grade. It cannot be done by a librarian 
who looks over a stock booklet and quickly makes two or three selec- 
tions from likely subjects. This business should be left to someone 
who makes it a large part of his or her duty. ..time, ability, pa- 
tience, and money must be expended.s 
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A year later, Cocks pinpointed some of the differences between the book 
library and the film library from the standpoint of personal and mass audi- 
ence appeal, predicting that the film library would eventually be self- 
supporting and “probably. . . in time a lucrative business.” He concluded 
that “motion pictures are of public advantage and of public necessity” and 
should not be dominated by the commercial theaters.7 
I t  was not until 1924, however, that the American Library Associa- 
tion ‘(ALA) responded by appointing the Committee on Moving Pictures 
and the Library, and acknowledged a film service role for the public 
library in the committee’s annual report for that year: 
The primary importance of visual instruction was never more clearly 
recognized than at this time. No means of Adult Education has 
greater possibilities than the film. Educational films are being pro- 
duced in larger and larger numbers and the public library has a 
great potential field in the conservation and distribution of these 
filmsand in making them widely knowma 
At the ALA conference in Seattle the following year, the committee 
recommended that urban libraries include information on sources of films; 
that a selected group of libraries should be encouraged to acquire and 
distribute films in their areas; and finally, that the office of “executive 
clerk” be established at either ALA or the Motion Picture Producers and 
Distributors of America to develop and launch a program of cooperation 
between public libraries and the motion picture industry.O 
In an unpublished paper, Nadine Covert, executive director of the 
Educational Film Library Association (EFLA) ,surveyed the professional 
literature of the 1920s and early 1930s and concluded that most librarians 
considered their function to be that of provider of reviews and other criti- 
cal material in order to raise the public’s demand for better-quality films. 
Emphasis was placed on the linking of the books and authors popularized 
by current Hollywood film productions in order to promote more read- 
ing.1° While some librarians feared that the influence and development 
of the motion picture industry would cause films to become a substitute 
for reading, others considered films beneficial in the stimulation of 
reading.ll 
In 1929 the Kalamazoo (Michigan) Public Library became the first 
public library on record to lend films. At that time, the Michigan Depart- 
ment of Conservation deposited several of its films with the intent of 
making them available to both community groups and schools.12 According 
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to Flora Roberts, the person responsible for the Kalamazoo program, the 
deposit films were soon augmented by other purchases and by a subscrip 
tion service and were also made available to individuals. The program 
seemed to grow with ease, and by 1940 the library was also providing a 
projector and projectionist for a modest fee of $1.50.13 
A 1937 publication dealing with the library's role in adult education 
included a chapter on films in which its author looked forward to a chang-
ing role, from that of providing information about films to one of showing 
and circulating films to adult groups and educators. The only limitations 
would be the community involved and the initiative of the librarian.l* 
Further allusion to the need for changing the librarian's passive custodial 
role was also made in a study by T.R. Adam: 
If public libraries are to become centers of distribution for informa- 
tional films, librarians will have to change to some degree their tra- 
ditionally passive role of custodians. If they are to circulate motion 
pictures for mass education, they must understand thoroughly the 
operation of all the agencies of adult learning in their communities, 
from women's clubs to trade unions.. . . The library will have to 
enter actively into unaccustomed fields of social organization. . . . I t  
seems obvious that outside assistance must be given to the library if 
it is courageous enough to assume this new re~ponsibi1ity.l~ 
The first significant study dealing with films and library service was 
Gerald McDonald's Educational Motion Pictures and Libraries, published 
in 1942 by ALA as a result of a grant from the Rockefeller Foundation. 
In  essence, McDonald's rationale was based simply on the proposition 
that if the public library can bring books and people together, it could 
bring films and people together with equal success. Among the services 
that libraries could provide, he mentioned film information and sources, 
assistance in borrowing films, a film collection which meets community 
need, projection equipment and operator, and viewing facilities.le The 
study concluded that the library could fill the void which exists for a com-
munity agency to provide films as a valuable educational resource by 
serving as a film information center. It could supply not only sources but 
access to the films themselves, both for public use and for library-spon- 
sored programming. Also mentioned was the necessity for self-study and 
assistance through the library schools for training in the utilization and 
evaluation of films if these skills were to become an integral part of library 
w0rk.l' 
ALA's Film Forum Project, financed predominantly by the Carnegie 
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Corporation during the early war years (1941-43), provided much of the 
incentive and experience for the later development of public library film 
service. Designed originally to strengthen civilian morale through the use 
of films dealing with current social or economic problems, and followed 
by carefully conducted adult group discussion with supplementary reading 
lists and book exhibits, the project involved over 40 libraries reaching an 
audience of more than 15,000 people : 
The film forum movement. ..gained impetus from our entry into 
World War I1 and represented the first large-scale use of films in 
public libraries. By showing that libraries could be used to reach the 
people with information films, the movement led to public libraries 
becoming a locus for government deposit of civilian information 
films during World War 11.This in turn led to the development of 
the first public library film collections of con~equence.*~ 
Although a film collection had been developed -in addition to the 
one at  Kalamazoo -at Beaumont, Texas, by 1942, “no library in a large 
industrial city had attempted such service [and] the Cleveland Public 
Library’s pioneer efforts in this direction were soon slated to pay off divi-
dends,” according to the late Virginia Beard, who had been curator of 
films at Cleveland for some 25 years. The Cleveland Public Library’s 
Adult Education Director R. Russell Munn had had success with the film 
forums at both the main library and the branches. This success, combined 
with his belief in the film as a viable library resource, spurred support for 
an allocation of $1000 from the director and library board to begin a col- 
lection. Supplemented by deposit titles from local and government agen- 
cies, the collection soon grew to 101 titles, with a monthly circulation of 
up to 400 titles reaching an audience of 30,000. At the beginning of 1943, 
the Film Bureau was officially created as a division of Adult Education 
and was directed by Patricia Blair.20 The program attracted national at- 
tention and by the end of the war, more than a dozen public libraries had 
film collections, including those at Dallas, Charlotte, Gary, and Mil- 
waukee.21 
John Grierson, one of the fathers of the documentary film movement, 
coined the word documentary in the 1920s and later defined it as the 
“creative treatment of actuality.” Having written, “I look at  cinema as a 
pulpit, and use it as a propagandist,” he created the highly respected 
National Film Board of Canada for the Canadian government in 1939.22 
In an inspiring address to ALA in June 1946, he awakened the library 
world to film: “The old library outlook is over and done with. ...New 
SUMMER 1978 13 
R O N A L D  F. S I G L E R  
problems involve new methods. . . .If libraries do not adopt these methods, 
the essential job of popular education. ..will pass to others. . . . I do not 
say that the day of the books is over, but the day of the books only is cer- 
tainly over.”23 In a prophetic statement that could very well be a plea 
for the library outreach programs of recent years, Grierson called for li- 
brarians to “get out from behind [their] desks and institutions and make 
[their] various powers of enlightenment a dynamic force in our commu- 
nities everywhere.” He concluded by asking librarians to make use of the 
new media and techniques available “in an ingenious and amazing world 
of new illuminations and new skills.”24 
Later that year, Grierson approached ALA with a proposal for a 3-
year demonstration project for public library film service at $50,000 a 
year and offered to approach the Carnegie Corporation as well, which 
ultimately discouraged the plan.25 A basic justification for the public li- 
brary’s role as a distributing agency for films is found in this proposal : 
The unique qualification of the public library to act as a coordina-
tor of the visual media lies in the fact that it is the only community 
institution which serves the whole public. . . . [It] could, if mobilized, 
become a powerful agency for the creation of an intelligent commu- 
nity approach to the visual media.26 
MAJOR DEVELOPMENT -THE CARNEGIE GRANT PERIOD 
The great strides that were made in public library film service de- 
velopment during the postwar period of 1947-51 were directly related to 
the degree and variety of support provided by the Carnegie Corporation 
and to the activity and insight of Florence Anderson, assistant secretary 
and later -for more than twenty years -secretary of the Carnegie Cor- 
poration. Although Grierson’s original proposal was not accepted, the 
rationale for the public library as a distributing agency was concurred 
upon by both ALA and the Carnegie Corporation. Carl Milam, ALA 
Executive Secretary, was reported to have told Anderson that “the prob- 
lem is to get more libraries into the business quickly.” Anderson encour- 
aged an earlier plan for a film advisor at ALA; a proposal was submitted 
to the Carnegie Corporation in April 1947 under the title “Film Service 
through Libraries,” and was approved the following month. The grant 
proposal was for $27,000 over a 2-year period to “make possible the as-
sembling of information and the giving of advisory service on the circu- 
lation of informational films by libraries.” It indicated that Patricia Blair, 
who had been responsible for the successful development of Cleveland’s 
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Film Bureau, was available, and Blair assumed the position of film advisor 
and the responsibility for the ALA Film Office on June 15.’‘ 
After four years’ experience running a very successful program at 
Cleveland and providing such refinements as a film catalog, film advisory 
service, and library-sponsored programming for the community, Blair was 
in a unique position to take over the responsibility on a national level for 
ALA.Z8 In several of her numerous articles, she described some of the 
accomplishments of the entire 4-year project at ALA. The first and second 
grant periods (1947-49 and 1949-51) seemed to divide themselves natu- 
rally, the first period being devoted to the development of larger indi- 
vidual libraries, and the second devoted to groups of smaller city and 
county libraries and state library agencies. 
Film services were launched in such libraries as Enoch Pratt (Balti- 
more) and public libraries in Rochester, Toledo, Louisville, Peoria and 
Knoxville during the first period. In  addition, in 1948-49, the Carnegie 
Corporation made additional grants to launch the first film circuits: the 
Cleveland Regional Project in 1948 (later called the Northern Ohio Film 
Circuit), and the Missouri Film Circuit at the state library in 1949. 
Florence Anderson can be credited with the development in American 
public libraries of the film circuit idea, which was based on a Canadian 
experiment of rotating packets of film to different locations. Patricia Blair 
can be credited with the idea of utilizing the strong city library of Cleve-
land and the Missouri State Library each to serve as the administrative 
unit and nucleus behind such a service. Both libraries had successful film 
experience and creative film librarians a t  the helm -Virginia Beard at 
Cleveland, and Janice Kee at Missouri State Library. 
During the second grant period, Blair held seven regional meetings 
across the continent at which the success of the circuit idea was discussed. 
As a result, film circuits developed in eastern Ohio, western Ohio, Ten- 
nessee, the Detroit suburban area, New York State Library’s Watertown 
regional branch, Washington State, and southern and northern California. 
Other accomplishments of the ALA Film Advisor working with the ALA 
Audio-Visual Board inc!uded the publication of a film handbook entitled 
“Films in Public Librar ie~,”~~ the standardization and compilation of film 
statistics, and the availability of Library of Congress catalog cards for 
fiims.30 
When the Carnegie grant began in June 1947, there were about 12 
public libraries in the United States circulating films; they reported about 
8500 showings to a combined audience of 462,000. The Film Advisor’s 
first annual report listed fourteen public libraries known to be circulating 
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films at the start of the project: Akron, Beaumont (Texas), Charlotte, 
Cincinnati, Cleveland, Dallas, Detroit, Kalamazoo, Milwaukee, Racine, 
Seattle, Sheboygan, and Stamford. By late 1948, the following libraries 
were in various stages of establishing circulating film collections : Boston, 
Canton, Dearborn, Enoch Pratt (Baltimore), Evanston, Knoxville, Mid- 
dletown, Nashville, New Rochelle (New York) ,Portland (Oregon), Ro- 
chester, San Antonio, Santa Monica, and Weld County (Colorado). 
Shortly before the project ended in March 1951, 114 libraries were cir- 
culating films, 103 of which reported over 48,000 showings to an audience 
of over 3.7 million people. Of these 114 libraries, 58 were individual li- 
braries, the remainder belonging to one of the film circuits. Thirty-two 
libraries were located in cities of over 100,000 p o p ~ l a t i o n . ~ ~  
Another landmark study entitled The Information Film was com- 
pleted by Gloria Waldron with the assistance of Cecile Starr as part of 
the Public Library Inquiry. It utilized the same inquiry sample of sixty 
libraries, examined existing film service in eight libraries, and reviewed 
some of the procedures and problems. Waldron saw the function of films 
in a public library as “intimately related to the library’s concept of its 
function as an institution.” Thus, film selection and utilization would be 
affected by the established goals of the library, which might include li- 
brary programming, as well as film circulation coordinated with other 
available library materials.32 Of those who raised eyebrows at the thought 
of circulating films along with books and reference materials, Blair wrote: 
“It is part of the philosophy of the modern librarian. . . . [who] believes 
that the library must become a people’s communication center, using all 
the new as well as the old tools to meet new and complex demands facing 
us and to give the pleasure which comes with the sharing of experiences 
and events.”33 
Grace Stevenson, former ALA Deputy Executive Director, launched 
film service at the Seattle Public Library in 1947, and wrote many articles 
over the years on her experiences, problems, suggestions, and philosophy 
of public library film service. In  an article published in 1949, she quoted 
former ALA President Mary Rothrock as saying of public library film 
collections: “The way to begin is to begin.” Stevenson did so with thirty- 
three films and a sound projector. She read Grierson, Eisenstein and 
Rotha, subscribed to film periodicals, attended workshops, but: “most of 
all, we looked at films. There is no substitute for looking at films. And we 
learned a great 
According to Stevenson, one of the greatest contributions of the ALA 
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Film Advisor during the Carnegie grant period was the establishment of 
standards and procedures for public library film service, including such 
basics as evaluation, acquisition, processing, distribution, and community 
utilization and ~rogramming.~~ 
When the grant period ended in 1951, Stevenson went to ALA Head- 
quarters as its Assistant Executive Secretary. Because of her interest and 
experience in public library film services, she worked to keep film activities 
alive at ALA, but with her own pressing executive responsibilities and 
Blair’s office closed, libraries were left to their own initiative without ALA 
leadership.J6 
PROGRESS WITHOUT LEADERSHIP - 1952-67 
Despite the proven viability of film service in public libraries during 
the Carnegie grant period, ALA’s role, although supportive, remained 
minimal and sparse with scattered publications, basic lists and meetings. 
ALA did recognize an early library role for films with its first committee 
in 1924, which changed names and functions several times, becoming the 
Audio-visual Committee in 1940 and, through the efforts of the ALA 
Film Office, the Audio-visual Board in 1948. The Audio-visual Board 
was “charged with promoting the study and use of all materials of an 
audio-visual nature as they relate to public, school, and college Iibrarie~.”~‘ 
Film censorship problems erupted for the first time in 1950 at  the 
Peoria Public Library where Bertha Landers, now publisher of Landers 
Film Reviews, had launched the program. By the time the McCarthy era 
controversy was resolved in 1952, EFLA and ALA were involved, and 
ALA’s Audio-Visual Board had been attacked as “incompetent to recog-
nize Soviet propaganda in films” in connection with its basic list “Films 
for Public Libraries.” Moreover, in 1951, the Library Bill of Rights was 
amended by the ALA Council to include all materials and media of com-
munication used or collected by libraries.38 
In  March 1953,166public libraries were providing film service either 
through their own collections or circuit participation. During that one 
month alone, more than 70,000 films were circulated and shown to a total 
audience of more than 3.7million people.39 A study of public library adult 
education activities in 1954 noted sixteen state and regional film circuits 
and recommended a study of cooperative film services. Its purpose was to 
create necessary standards and procedures for the continued development 
and maintenance of public library film circuits and to make film service 
economically feasible for those libraries which cited prohibitive cost as 
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the primary reason for not having yet provided such service.40 Such a 
study was completed in 1956 by Patricia Blair Cory and Violet Myer under 
the auspices of the ALA Office for Adult Education, and indicated eigh- 
teen functioning film cooperatives of circuits and several more in the plan- 
ning stages. The two types of cooperatives included: (1) the film circuit, 
which is a rotation plan (packets containing a specific number of films on 
various subjects move from library to library on a 9-month or l-year 
schedule) ; and (2)  the central pool, from which individual requests or 
bookings could be made for specific periods, titles being returned to the 
center after each use.41 By 1957, libraries were lending films; and in 1959, 
a dissertation reported that 25 cooperatives were then in existence, includ- 
ing 14 circuits and 11 of the central pool variety.42 Early in 1958, the New 
York Public Library opened its Donne11 Library Center Film Library in 
midtown Manhattan under the direction of William S10an.~~ 
During this period, questions arose within the profession of competi- 
tion with print, as did the old excuse of more important library services 
to be rendered first. Cecile Starr, a film educator, critic and author, had 
been interested in library film development for years, beginning with her 
work on three chapters of Waldron’s Information Film.44 In  1956, she 
cautioned the librarian: “This must not be reduced to a battle between 
paper and celluloid. In themselves, both are worthless to the educator. 
What they can accomplish is the only important thing.” She then ques- 
tioned the pretense of previous aims and obligations left unfulfilled, and 
called for film service considerations whether it be advisory, programming 
or circulation “without regard to the completeness or incompleteness of 
...other services.” Starr considered film to be the “communications me- 
dium of our age [and]. ..one of the important new ‘languages’ of our 
time,” and quoted McLuhan’s ideas about media and messages long be- 
fore they were heralded around the world. She then justified the need 
for film “literacy” within the library so that films may be included among 
other library services as “part of the educational job that must be done.”45 
In his 1961 address at the ALA conference in Cleveland, Harold 
Goldstein, then on the faculty of the University of Illinois Graduate School 
of Library Science, found it necessary to cope with the same problem, 
remarking : 
There are still hundreds of librarians who will adopt a/v services 
only after they’ve solved all their print problems. They are con- 
vinced that a/v activity is no more than an extra which cannot be 
justified with present limited budgets and staff (and, I may add, 
LIBRARY TRENDS 18 
Film asPublic Library Resource 
with their own limited conceptions of the possibilities of these 
services).46 
Goldstein touched upon the problems of film utilization by librarians as 
follows: 
Certainly the film is the most expensive, complex and difficult ma- 
terial to select, administer, and evaluate. No other single tool is so 
capable of misapplication. . . .It is a substitute for a speaker.. .a 
filler-in when nothing else can be found. .. . 
We [then] attempt to justify the cost of films on something like a 
per capita use basis (if 1,000 people see a $100 film, it only costs ten 
cents per head to see, and you can hardly circulate a book for that). 
So we go after more showings to bigger audiences. This is phony.47 
The problem of justification of film service in today‘s age of account- 
ability forces circulation figures, per capita use, more showings, and larger 
audience requirements, and it is all too easy for public libraries to use the 
classroom as the quickest way to statistical success. This procedure was 
even questioned in the 1950s by Stevenson, who emphasized the intent of 
public library film collections for nonschool use : 
In  many libraries classroom use of the film collection has been al- 
lowed to supersede all other demands. . .even. . .in communities 
where the school district provides films for school use. Unless there 
is agreement to this effect, and compensation therefor, it is no more 
the responsibility of the public library to supply classroom films than 
Stevenson considered the film librarian’s responsibility of programming 
for an individual borrower or for the library itself as one of the most 
important and time-consuming, akin to the work of the “reader’s advisor.” 
Like the reader’s advisor, the film librarian was to provide “skillful coun- 
seling,” which required that the librarian know the collection well enough 
to be able to follow through with the necessary advice.40 Regarding selec- 
tion, Stevenson urged librarians to: “Ask of a film the same things you 
would ask of a book -what was the objective and how well was it real- 
ized? Is the content valid? . ..Has it imagination and originality? . . . 
Technically good? . ..Useful to the audience my collection serve^?"^^ She 
recommended consideration of the artists, directors and producers whose 
works were familiar and who add “a distinctive touch to a film that lifts 
it above the routine, the pedantic, the trivial, and the mediocre,” and thus, 
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by maintaining high standards for films as for books the mediocre could 
be eliminated. She then asked : 
What does the poor film accomplish? Would the objective be served 
as well with a slide film. ..a book? But, you say, “It’s the only film 
on the subject.” So what? Let them make a better one. As long as 
there is a market for the mediocre, films of poor quality will continue 
to be made. Unless a film can bring to a subject those special charac- 
teristics of which only film is capable, the cheaper media will serve 
as well.51 
Only a few years later the late Julien Bryan, a highly respected and 
renowned documentary producer-director, repeated to a group of librar- 
ians his own theory of excellence for those films to be acquired and pro- 
grammed by libraries. Bryan considered “mediocrity in the production of 
films” to be the greatest “tragedy,” and believed that for libraries, quan- 
tity and a large catalog were not important, but the quality of the coliec- 
tion was of the essence. Bryan’s advice to librarians was that they should 
have a “criteria of excellence and good taste.”52 
The 1960s witnessed greater development with the availability of 
LSCA funding, which contributed to the expansion of service to urban 
as well as rural areas. In New York, for example, Joan Clark, New York 
State Library’s Film and Recording Consultant, reported massive develop- 
ment at state and system levels for the audiovisual program with a 600 
percent increase in patron use between 1964 and 1967, and that since 
1964, film collections had been established in eight New York library 
systems.53 In 1965, the Los Angeles County Public Library initiated a 
systemwide development of its audiovisual program and published the 
first public library computerized film catalog a year later. I t  was based on 
a rudimentary version of the NICEM data base at University of Southern 
Calif~rnia.~” 
The ALA Standards for Public Librarbs, published in 1956 and re- 
vised in 1966, provided for the acquisition of library materials which com- 
municate ideas without regard to form, library-sponsored film programs, 
and the development of film collections as part of the system’s collection, 
with minimum quantitative standard^.^^ 
At a workshop on “Films in Public Libraries” in 1966 at Drexel Uni- 
versity, Violet Myer of the Enoch Pratt Free Library suggested that film 
library service was at a point in its development where it was “flounder- 
ing to find itself and in need of philosophy.” She recommended the util- 
ization of ALA’s Films for Public Libraries (1955) and Films for Libraries 
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(1962) so that public libraries could be the source of classic films which 
were likely not available elsewhere. She also raised the question of the 
library’s responsibility for providing film literacy to enable its public to 
make better use of film as an art form and a source of information. She 
cited the failure of librarians to use films for information purposes, in addi- 
tion to programming as an inhibiting factor in the development of film 
service. Myer felt it was most important to “provide the opportunity for 
the public to acquire, to analyze, to understand and to use quality 
A NEW ERA -1967-78 
During the previous period, librarians in public libraries working with 
films, without strong leadership from L A ,  found themselves attracted to 
organizations such as EFLA, which began its well-known American Film 
Festival in 1969, a national competition for nontheatrical films. EFLA 
also published a variety of film reference materials in addition to its evalu- 
ation cards, and in 1965 came out with the first volume of the Film Evalu-
ation Guide providing retrospective coverage of its evaluations from 1946 
in book In May 1967 at the American Film Festival in New York, 
a group of public library film librarians formed the Film Library Infor- 
mation Council (FLIC) “to promote wider and better use of audio-visual 
material in the communities served by public libraries in the United States 
and Canada.”58 They also launched a periodical as a communications 
vehicle; Film Library Quarterly began publication in early 1968, edited 
by William Sloan of the New York Public Library. Credit should also be 
given for the continuous and firm support provided to public libraries by 
Rohama Lee, editor of Film News  (which incorporated Learning Re-
sources recently, purchasing the publication in 1946 from the defunct 
American Film Center, from which EFLA had also developed). The news 
coverage, sample film programs, and feature series “Films in Public Li- 
braries” prompted Fredric Krahn to compile an in-depth index to public 
library film articles from 1939 to 1966.59 
Possibly in response to the development of FLIC, ALA authorized 
an Audiovisual Task Force Survey in the summer of 1967, which began 
a few months later under the direction of C. Walter Stone. One realiza- 
tion was that there was no personal recognition or identity provided for 
this group. Recommendations were made to develop qualitative and quan- 
titative standards for audiovisual services for all types of libraries, to in- 
crease emphasis in library education programs, and to establish a new 
office within ALA headquarters to maintain “national clearinghouse func- 
tions.’”jO It is increasingly incumbent on library educators today to deal 
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with such techniques as film selection and utilization and cinema literacy 
within the curriculum, so that librarians will be equipped to handle the 
impact and power of such media in their collections properly. 
Although a national office within ALA was never established after 
Patricia Blair Cory closed her door in 1951, nor were many of the other 
Task Force recommendations implemented, audiovisual committees and 
subcommittees now proliferate in the ALA organization. This indicates 
high interest, but still lacking are the strength, solidarity, and identification 
of a single audiovisual division. Film service has continued to grow and 
receive greater acceptance, recognition, and utilization by the profession. 
Film service was reinstated in spring 1976 after many years of dormancy 
at the Milwaukee County Federated Library System. In 1970, through 
the cooperative efforts of FLIC and the Public Library Association (PLA) 
Audiovisual Committee, the first standards for public library media ser- 
vices were published, entitled Guidelines for Audiovisual Materids and 
Services for Public Libraries. An expansion/revision was completed and 
published in two parts in 1975: Recommendations for Audiovisual Ma- 
terials and Services for  Small and Medium-sized Public Libraries and 
Guidelines for Audiovisual Materials and Services for Large Public Li-
braries. The 1970 and 1975 editions emphasize the necessity of equal con- 
cern and support from administration and staff for media and print and 
a common interest in all communication formats. They continue to rec- 
ommend service to schools as a responsibility of the school district, and 
the new editions allocate budgetary support for a minimum of 15 percent 
for audiovisual resources or $1.50 per capita.61 
According to the FLIC Survey of Film Libraries in North America in 
1972, “Quality is now a major determinant in selection.” Based on 1971 
budgets and estimates, a figure of approximately 1000 public library film 
collections was postulated, with an average annual budget of $20,000 each 
and a total of $20 million.62 
The importance of library-sponsored programming has increased in 
the 1970s with a 1974 report of the New York Public Library showing 
about 1000 films per month in its branches. In  1971, over 500 library- 
sponsored programs were run in the 93 community libraries of the LOS 
Angeles County Library System.63 With increased utilization of such a 
powerful medium of communication, challenges to intellectual freedom 
are likely to occur. One of the most important film censorship cases OC-
curred in 1970-71 at Los Angeles County Public Library. As a result of 
a series of complaints concerned with a young adult film discussion series, 
the entire film collection was temporarily impounded; ultimately nineteen 
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films were withdrawn for a period of time, curtailing library service to 
2.5 million people.64 
Among the conclusions of a recently published survey of current prac- 
tice and case studies in public library media services were an increase in 
the library use of films, greater interest by the public in serious film study, 
film as an art form, the social documentary and interest from all ages in 
the improvement of cinema literacy, and the ability to interpret the film, 
the language of the present.65 
Credit has been duly awarded to the public library for its support 
over the years of continued distribution of the short film, classic documen- 
tary and independent film. Tom Brandon, former president of Brandon 
Films, was reported to have said in 1967 that “it has been the public 
libraries, with their high standards in taste and quality, that have kept 
the short film alive in the United States.’y66 Five years later, Brandon com- 
mented, “I cannot refrain from offering the view -not fully recognized 
by the library people, generally, themselves -that the public library is 
one of the most important resources on this continent for the growth of 
film culture.yy67 Leo Dratfield, then president of Contemporary/McGraw- 
Hill remarked that “great encouragement and support for growth over 
the years has come from the public library.”68 Finally, Barbara Bryant, 
fonner public librarian and presently vice-president of Phoenix Films, 
recently commented: “The public library is one of the few places where 
the independent film-maker can showcase his wares.”6u 
References 
1. “Moving Pictures in Library Work,” Wisconsin Library Bulletin 6:138-40, 
Dec. 1910. 
2. American Library Annual, 1915J16. New York, R.R. Bowker, 1916, p. 77. 
3. Ibid. 
4. Ibid. 
5. Cocks, Orrin G. “Libraries and Motion Pictures-An Ignored Educa- 
tional Agency,” Library J o u d  39:666, Sept. 1914. 
6. Ibid., p. 667. 
7. ___. “Public Film Libraries Needed,” Library Journal 40:65657, Sept. 
1915. 
8. Chase, Frank H. “Moving Pictures and the Library,” ALA Bulletin 21: 
144-45, July 1927. 
9. Sherman, Clarence E. “Relations Between Libraries and Moving Pictures,” 
ALA Bulletin 19:210, July 1925. 
10. Covert, Nadine. “The Development of Film Service in Public Libraries.” 
Paper prepared for the School of Library Service, Columbia University, New York, 
1969. (unpublished) 
1 1 .  Eaton, Walter P. “Mechanical Substitutes for Literature and the Theatre,” 
SUMMER 1978 23 
R O N A L D  P .  S I G L E R  
Massachusetts Library Club Bulletin 23:37-39, Oct. 1933; and Lewin, William. 
“The Effect of Photoplays on Reading,” Publishers’ Weekly 126:1474-75, Oct. 20, 
1934. 
12. McDonald, Gerald D. Educational Motion Pictures and Libraries. Chicago,
ALA, 1942, pp. 141-42. 
13. Roberts, Flora B. “Kdamazoo’s Work with Films,” ALA Bulletin 343463-
64, Sept. 1, 1940. 
14. Hemens, Rollin S. “Educational Films.” In Louis R. Wilson, ed. The  Role 
of the Library in Adult Education. Chicago, University of Chicago Press, 1937, 
p. 271. 
15. Adam, T.R. Motion Pictures in Adult Education. New York, American Asso- 
ciation for Adult Education, 1940, p. 83. 
16. McDonald, op. cit., pp. 27-28. 
17. Ibid., pp. 105-06. 
18. Joint Committee on Film Forums. Final Report on the Library Film Forum 
Project. Cited in Covert, op. cit., p. 7. 
19. Palmer, Joseph W. “Contributions of the Carnegie Corporation to the De- 
velopment of Public Library Film Service,” Journal of Libra7y History 12:327-28, 
Fall 1977. 
20. Beard, Virginia M. “The Saga of a Public Library Film Bureau,” Film 
News 10:8, Oct. 1950. 
21. Palmer, op. cit., p. 328. 
22. Hardy, Forsyth, ed. Grierson on Documentary. New York, Harcourt, Brace 
and Co., 1947, pp. 16-18. 
23. Ibid., p. 275. 
24. Ibid., pp. 270, 276. 
25. Palmer, op. cit., p. 329. 
26. Grierson, John, and Losey, Mary. “Brief for an American Library Asscicia- 
tion Grant.” (Mimeographed memorandum.) Cited in Gloria Waldron, The  Zn- 
formation Film. New York, Columbia University Press, lY49, pp. 146-47. 
27. Palmer, op. cit., pp. 330, 338. 
28. Beard, op. cit., pp. 8-9. 
29. Galvin, Hoyt, ed. “Films in Public Libraries,” Library Journal, vol. 17, 
part 2, Oct. 15, 1947. 
30. Blair, Patricia. “ALA’s Four-Year Film Project,” Educational Screen 3 :222- 
24, June 1951; and Cory, Patricia B. “From Start Till Now,” Film News 23:5-6, 
JuneJJuly 1966. 
31. ___. “Library Film Adviser,” A L A  Bulletin 42:474-77, Oct. 15, 1948; 
and -, “ALA’s Four-Year Film Project,” op. cit. 
32. Waldron, op. cit., p. 156. 
33. Blair, Patricia. “Films in Public Libraries.” In Cecile Starr, ed. Zdeas on 
Film. New York, Funk & Wagnalls, 1 9 5 1 , ~ .  112. 
34. Stevenson, Grace T. “The Way to Begin Is to Begin,” Educational Screen 
28:252, June 1949. 
35. ___. “Public Libraries.” I n  Sixty Years of American Film. Evanston, 
Ill., Film Council of America, 1954, p. 126. 
36. Cory, op. cit., p. 6 ;  and Palmer, Joseph W. “’14-’74-Decades of Ser- 
vice,’’ Film Library Quarterly, vol. 8, no. 1, 1975, pp. 18-23. 
37. Stevenson, “Public Libraries,” op. cit., p. 124. 
38. Educational Film Library Association. “Audio-visual Programs in Public 
Libraries.” I n  Report of the Educational Film Library Association, 1949-50, p. 66. 
Cited in Ronald F. Sigler. “Historical Perspective,” Sightlines 10:7, Summer 1977 ; 
and in ___. “Peoria Revisited,” Sightlines 11:3-5, Fall 1977. 
LIBRARY TRENDS 24 
Film as Public Library Resource 
39. Stevenson, “Public Libraries,” op. cit., p. 124. 
40. Smith, Helen L. Adult Education Activities in Public Libraries. Chicago, 
ALA, 1954, p. 67. 
41. Cory, Patricia B., and Myer, Violet. Cooperative Film Services in Public 
Libraries. Chicago, ALA, 1956, pp. 5,80. 
42. Steckler, Phyllis B. “Report of Audio-visual Activities in the Public Li- 
brary, 1957-1958.’’ Zn Willis E. Wright, ed. American Library Annual and Book 
Trade Almanac, 1959. New York, R.R. Bowker, 1958, p. 163; and Kim, Choong 
Hau. “Study of Public Library Film Services.” Ph.D. dissertation prepared for 
Rutgers University, 1964. 
43. Sloan, William J. “The Donne11 Center Film Library Busily Serves New 
York,” Film Nezcs 18:14-15+, April 1964. 
44. Waldron, op. cit. 
45. Starr, Cecile. “Keep U p  with Films,” A L A  Bulletin 50:210, April 1956. 
46. Goldstein, Harold. “ A m :  Has I t  Any Future in Libraries?” Wilson Library 
Bulletin 36:672, April 1962. 
47. Ibid., p. 671. 
48. Stevenson, Grace T. “The Library Use of Films,” A L A  Bulletin 50:213, 
April 1956. 
49. Ibid. 
50. ___ “The Why of Film Criticism,” ZlZinois Libraries 46:117, Feb. 1964. 
51. Ibid. 
52. Bryan, Julien. “An Evening with Julien Bryan” (CLA AV Roundtable 
Dinner Meeting, Los Angeles, April 29, 1966). (Audiotape transcript.) 
53. Clark, Joan E. “Media Services in Public Libraries,” The  Bookmark 27: 
122, Dec. 1967. 
54. Sigler, Ronald F. “Working Together to Build a Unique System,” Film 
Library Quarterly 1 :ll-12, Summer 1968. 
55. Public Library Association. Standards Committee. Minimum Standards for  
Public Library Systems, 1966. Chicago, ALA, 1967, pp. 34, 36, 39, 45. 
56. Jones, Emily, and Myer, Violet. “The Background and Philosophy of Film 
Library Service,” Drexel Library Quarterly 2:105, 109, April 1966. 
57. Covert, Nadine. “Educational Film Library Association (EFLA) : Influen-
tial Force in Media.” In  James W. Brown, ed. Educational Media Yearbook, 1977. 
New York, R.R. Bowker, 1977, pp. 20-24. 
58. Sloan, William J. “The Film Library Information Council,” T o p  of  the 
Nems 24:218, Jan. 1968. 
59. Greaves, William. “An Interview with Rohama Lee,” Film News 26:5-104, 
Dec. 1969; and Krahn, Frederic A. “Index to Articles on Films in Public Libraries,” 
Film News 24:17-19, Oct. 1967. 
60. Stone, C. Walter. “AV Task Force Survey Report,” American Libraries 
1:42-43, Jan. 1970. 
61. American Library Association. Audio-visual Committee. Recommendations 
for Audiovisual Materials and Services for Small and Medium-sized Public Libraries. 
Chicago, ALA, 1975, pp. 1, 10. 
62. Brandon, Tom. “Film and the Public Library,” Film Library Quarterly 
5:10-11, Fall 1972. 
63. Sloan, William. ‘‘Projections,’’ Film Library Quarterly, vol. 7, no. 1, 1974, 
p. 3. 
64. Sigler, Ronald F. “A Study in Censorship: The Los Angeles ‘19’,” Film 
Library Quarterly 4:35-38+, Spring 1971; and ___. “The Film Censorship 
Controversy at  Los Angeles County Public Library-1971:A Case Study.” P1i.D. 
dissertation prepared for Florida State University, 1977. 
SUMMER 1978 25 
R O N A L D  F. S I G L E R  
65. Brown, James W .  New Media in Public Libraries; A Survey o f  Current 
Practices. Syracuse, Gaylord Bros., Inc., 1976, p. 132. 
66. See Peltier, Euclid J. “Toward Total Media Librarianship,” Film Librmy 
Quarterly 1 :20, Spring 1968. 
67. Brandon, op. cit., pp. 12-13. 
68. Dratfield, Leo. “Introductory Remarks” (ContemporaryJMcGraw-Hill 
Showcase, Los Angeles, March 1972). (Audiotape transcript.) 
69. Bryant, Barbara. “Don’t Be a Segregationist: Program Films for Everyone” 
(University of Wisconsin-Milwaukee School of Library Science Colloquium, Feb. 
20, 1968). (Audiotape transcript.) 
LIBRARY TRENDS 26 
The Public Library Film Redefined 
E U C L I D  P E L T I E R  
PUBLICLIBRARIANS OF THE 1970s responsible for the selection and acquisi- 
tion of 16mm motion picture films enjoy a situation drastically changed 
from that of their predecessors of the 1940s and 1950s. Evaluating and 
selecting films for public circulation and library programming today poses 
a dilemma, but one quite different from that of earlier times. It is no 
longer the dearth of quality films which makes selection difficult, but 
rather the overwhelming number of superior films available for public 
library collections. 
The sole resource for locating desirable film titles during the forma- 
tive years of public library film collections was H.W. Wilson’s Educational 
Film Guide,l published quarterly with cumulative editions. The eleventh 
edition, published in 1953, indexed and described 11,000 titles. The guide 
is no longer in existence. In  contrast, the current major source, NICEM’s 
Index to 16mm Educational Films2 lists 100,000 titles. 
With this phenomenal increase in the number of available film titles, 
as well as the appearance of expanded film company catalogs and indexes, 
it becomes necessary for public librarians to define more carefully the 
form and type of films with which they are concerned. Gloria Waldron 
noted in her book, The Information Film; A RepoNrt of the Public Library 
Inquiry, published in 1949, that: “Any definitions have to be fairly arbi- 
trary when terms are used as loosely as they are in the sixteen-millimeter 
field and when films differ so widely as to subject matter, technique, and 
purpose. For the sake of clarity, it is probably necessary to be arbitrary and 
define the various types of film^."^ 
Euclid Peltier is Coordinator, Audio-visual Services, Boston Public Library. 
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In  a paper written in 1954, this writer had, for simplicity’s sake, 
classified the films that made up the collections in most public libraries 
at that time according to three basic types. These classifications were based 
on the film design rather than on the use of the film, or on the value 
received from it. They were defined as follows: 
1. T h e  teaching or classroom film: 
This type of film is usually made specifically for schoolroom use, 
to be shown under the supervision of a teacher, or to be used as a 
supplement to a textbook. Also included in this category are train- 
ing or instructional films which show how to do something by out- 
lining an individual procedure. The teaching film may make use of 
many standard cinema techniques, including narration, synchronized 
dialog, animation, etc., and may be found in other than school li- 
braries; i.e., public, industrial, or government libraries. 
2. T h e  information or idea film: 
This type of film is usually made for adult audiences, to enlighten 
them upon general and specific subjects of an educational or social 
nature. These films, often of serious content, may also be referred 
to as “discussion” films. Many of them are not complete in them- 
selves, but leave some questions unanswered, so the film can be dis- 
cussed. In  this area the documentary film, often concerned with social 
issues and comment upon them, is an important category in public 
library collections. 
3. T h e  entertainment or recreational film: 
This type of film is made primarily to entertain or amuse, and is 
usually fictional in form. Often Hollywood produced films are in- 
cluded in this category, after having been reduced from standard 
35mm theatrical gauge to 16mm. These may include children’s films, 
i.e., photoplays of such famous classics as Treasure Island, Alice I n  
Wonderland, etc. In addition there are films on art, music, biog- 
raphy, the dance, and ~ o m e d y . ~  
These three classifications and descriptions were not restricted to any 
particular kind of film library but could be found in public library collec- 
tions as well as in school and commercial film libraries. They could be 
borrowed free of charge or rented by groups and individuals for either 
entertainment or educational purposes, according to the established policy 
of each library. 
Useful at the time they were written, these classifications are still 
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valid as general descriptions of many films in public library collections 
today. I t  is evident, however, that they are simplistic when applied to the 
new visual forms, artistic and technical, appearing in contemporary 
catalogs. 
Film-maker Stan VanDerBeek states in his essay “Culture-Intercom” 
that: “Some of the vastly expanded techniques available now include: 
8mm (some 6% million 8mm cameras in America), super-8mm (over one 
billion dollars for photo-services annually), video tape for home use, com- 
puter-generated graphics, stereo and laser picture^."^ In  order to establish 
new classifications which define the public library 16mm film, it is neces- 
sary to review some of the major changes and development in the motion 
picture field over the last two decades. 
By the mid-l960s, a “cinema revolution” had occurred, brought about 
by recent social and political factors. Influenced by technical advances and 
unusual photographic techniques originating at the 1964-65 New York 
World’s Fair and Montreal’s Expo ’67, and motivated by the world politi- 
cal situation, young film-makers began to focus their attention and their 
cameras on the serious problems of society, including national and inter- 
national politics and war. Referred to as the “film generation,” these 
knowledgeable and intelligent cameramen, directors, scriptwriters, and 
editors evolved due to an increase in the number of cinema courses offered 
in high schools and colleges, the proliferation of popular and scholarly 
books on film history and aesthetics, the wide publication of film guides 
and classic film scripts (many available for the first time), and in particu- 
lar, the exciting technical advances. 
Contributing significantly to this revolution was the appearance on 
the market of lightweight, portable cameras and sound equipment, and 
extraordinary improvements in film and lens capabilities. At about the 
same time, an unusual method of film-making became evident. Called 
“cinCma vCrit6” it has been defined by G.R. Levin, film-maker and author 
of Documentary Explorations: 
The term generally refers to films that use such techniques as: synch- 
sound interviews, the hand-held camera, the direct recording of 
reality (supposedly) without the interference of the film-maker/ 
cameraman, who is purported to be almost an instrument himself 
without involvement in the particular situation, and non-manipula- 
tive editing of the footage.6 
Originating from an earlier technique practiced in the 1920s by the 
Russian Dziga Vertov, the “cinCma vdritd” technique was expanded by 
SUMMER 1978 29 
E U C L I D  P E L T I E R  
French directors and incorporated in the “direct cinema” of America. 
The distinction between the two approaches seems best defined by The 
Oxford Companion to Film: 
The principal difference in approach between direct cinema and 
cinkrna-viritk was in the function of the film-maker himself: while 
the “direct” film-maker claimed to take an objective stance, merely 
standing by in the hope that a situation already tense would resolve 
itself in a dynamic, enlightening crisis, the practitioner of cinkmu-
vtritd deliberately intervened, hoping that greater spontaneity and 
truth would be stimulated by the participation of the film-maker in 
the event filmed.‘ 
The “underground” film, a term used to describe films of the 1950s 
and 1960s that were independently made, subjective and often intensely 
personal, also influenced film-making during those “revolutionary” days. 
Unable to find commercial outlets because of the controversial political, 
social and sexual issues they explored, some of these films have emerged 
h the 1970s and can be seen in theaters, on college campuses, and even 
in public library collections. 
NotabIy affected by the new film-making techniques was the docu- 
mentary, a film genre forming the basis of many public library collections. 
The documentary technique, spawned by Robert Flaherty with Nanook 
of the North, matured under the direction of Britain’s John Grierson, 
whose description in 1926-“a creative treatment of actuality”*-stood 
as the classic definition for many years. 
Today, the term documentary has many meanings to film-makers and 
librarians, definitions having been extended to cover a variety of nodc-  
tion films. Richard Barsam, author of Nonfiction Film, has stated that 
“all documentaries are nonfiction films, but not all nonfiction films are 
doc~mentaries.”~Formerly, newsreels, instructional films, travelogues, 
archival films, “compilationsyy (films assembled from footage which was 
made for another purpose and which has usually been released as part 
of an earlier filmlo), television specials, as well as many experimental and 
underground films were mistakenly referred to as documentaries. 
John Craddock, film-maker and former librarian, in an article in 
Film Library Quarterly entitled “The Changing Style of Documentary” 
states in an analysis of television documentaries : “Documentary film-
makers seeking ways of communicating the reality of what they saw in 
the world were increasingly frustrated by the limitations of ‘talking heads’ 
and pre-conceived scripts. They wanted to follow events and record them 
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naturally as they developed, compressing and clarifying the action .. .with 
the audience.”ll 
Television, currently a prime source for public library visual material, 
has adopted and applied many of these creative methods which have 
brightened the tube with some remarkable productions. In  addition to 
documentaries of such high caliber as Harvest of Shame, Hunger in 
America, Primary, Guilty by Reason of Race, and The Selling of the 
Pentagon,12 television provides imaginative and entertaining films of cine- 
matic excellence in the fields of science and the humanities. 
More of the public and commercial “made for television” films are 
finding their slot on the shelves of public library film departments; to name 
but a few: the Kenneth Clark “Civilization” and “Romantic Rebellion” 
series, Alistair Cooke’s America, Alex Haley’s Roots, the excellent BBC 
“Masterpiece Theatre” presentations of !iterary classics, the biographical 
dramas The Autobiography of Miss Jane Pittman, Eleanor and Franklin, 
and Paul Robeson. Public television has preserved for posterity and li- 
braries the works of our finest artists with the “Great Performances” series. 
One of the latest developments in nonfiction film-making is the pro- 
duction of documentaries for children. During the 1977 American Film 
Festival, sponsored by the Educational Film Library Association (EFLA) , 
Maureen Gaffney, director of the Children’s Film Theater of New York 
City, chaired an exciting first panel and discussion program on this prom- 
ising genre. 
Children’s librarians have rarely voiced any enthusiasm over televi- 
sion fare produced for children. Until recently, aside from a few gooey 
specials thrown on the screens during holidays, children’s programs were 
crudely drawn cartoons, very loud and often violent. Thanks to a national 
campaign by parents, teachers, and the national organization Action for 
Children’s Television (ACT) l3 to improve children’s television program- 
ming, the producers and networks have been making an effort to upgrade 
the quality of their productions. Public librarians can now obtain titles 
from CBS’s “Children’s Film Festival,” ABC’s “After School Specials,’’ 
and in the near future BBC’s “Once Upon a Classic,” all of which are 
high-quality programs. 
In  spite of the continued domination of Saturday-morning children’s 
shows by old-style animation, brilliant new techniques in this cinema art 
have appeared elsewhere. Exhilirating animated short films, often less 
than five minutes in length, emanated from England, France and Eastern 
Europe in the early 1950s. Charming animated children’s stories and folk 
tales, many originating in Poland, Czechoslovakia or Yugoslavia, were 
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welcomed by children’s librarians. Even more promising for public library 
consideration was an exciting type of nonverbal film intended for adult 
viewers. Inventive in design and provocative in content, these acclaimed 
films often incorporated philosophical or political ideas tinged with satire, 
sophistication and humor. 
No longer a novelty are films made by children -films which are 
animated, photographed, sound-recorded and edited by young people 
aged six to eighteen. The movement, pioneered by Roger Larson of the 
Young Filmmakers Foundation of New York, Yvonen Andersen of The 
Yellow Ball Workshop, and Marjorie Lenk of Cellar Door Cinema in 
Massachusetts, has produced a body of work of striking inventiveness in 
animated clay, paper and cloth cutouts, wax, sand, and other materials. 
These film gems not only delight their makers’ peers, but also entertain 
and often enlighten their elders. 
Experimental films, original and provocative, find enthusiastic audi- 
ences among young adults, and computer-generated and holograph-made 
films are no longer unfamiliar. As listed by VanDerBeek in his article 
“Culture-Intercom,” some of the ideas which spark the interest of current 
film-makers are : “simultaneous images and compression, abstractions, su- 
perimpositions, discontinuous information, social surrealism, episodic struc- 
ture, loop film (continuous projection), film as a reflection of private 
dreams, hallucination^."^^ 
The National Film Board of Canada, formed in 1939 under the 
guidance of pioneer documentarian John Grierson, functioned as a World 
War I1 propaganda unit, but also produced short films for educational 
and community information purposes. Today, the board, internationally 
recognized as a prolific film production center, generates traditional and 
innovative nonfiction films, imaginative and often ingenious animated 
shorts, as well as fine, dramatic feature-length films. The experimental, 
unsurpassed works of pioneer Norman McLaren are world renowned and 
have become necessary basic visual material for all public library film 
collections. In  addition to being a training center for young film artists, 
the film board is also preserving the works and special film techniques of 
older artists, such as pioneer Lotte Reiniger’s silhouette animation and 
Alex Alexeiffs “pin board” technique, through its visiting artist program. 
In the early 1970s, Films, Inc., a major 16mm film distributor of 
entertainment features from Hollywood studios, established a policy of 
allowing public libraries to purchase selected titles from their catalogs on 
a 5-year-term lease basis. Costs of these films were often as high as $1000 
or even more per title, yet because of their popularity and importance to 
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library programming, many libraries for the first time added well-known 
and classic titles to their collections. 
Independent film-makers, many of them women, often produce topi- 
cal films of local interest. These personal films, sometimes ndive or crude 
in their execution, present a fresh point of view on many important social 
issues ignored by earlier film-makers and therefore cannot be overlooked 
by today's public libraries. The thrill of discovering young, new cinematic 
talent can be most rewarding to a film librarian. 
In recent years public libraries have become circulating centers for 
print and nonprint materials for the handicapped. The film librarian is 
now responsible for serving this minority with captioned or nonverbal 
films to entertain and inform the deaf. One cannot overlook the ethnic 
groups in populous areas and so must become familiar with foreign-lan- 
p a g e  films as well as with films which focus upon the cultural heritage 
of America's various peoples. 
Like the increase in the number of films produced during the last 
twenty years, the increase in the number of reference and informational 
books published on the subject has been massive. Without a definitive and 
reliable resource book like Books I n  Print, the film librarian must search 
through a number of indexes and reference aids in order to locate the 
necessary information. Important reference tools supplementary to the 
aforementioned NICEM index which should be familiar to the film li- 
brarian are Library of Congress Catalog: Motion Pictures and Filmstrips, 
Film Evaluation Guide, Feature Films on 8 m m  and 16mm, Films for 
Libraries, T h e  International Index to Multimedia Information, Index to 
Instructional Media Catalogs, T h e  Multi-Media Review Index, and Films 
Kids Like.ls 
Among the film periodicals (whose number also was minimal in the 
1950s), those most useful to the public film librarian are Film Library 
Quarterly, Booklist, Sightlines, Previews, Film News, Landers Film Re- 
views, and Media &? Methods.le For theory, aesthetics and the critical 
evaluation of theatrical films, the librarian should read Film Quarterly, 
Sight and Sound, Film Comment, Take  One, Filmmakers Newsletter, T h e  
Journal of the University Film Association, and American Fi1m.l' The 
classic works of Rotha, Grierson, Jacobs, Bazin, Lindgren, Manvell, Knight 
and McLuhan, read and loved by all well-rounded film librarians, are 
made available in new paperback editions, while the film criticism of 
Pauline Kael, Judith Grist, Stanley Kaufman and other major critics is 
periodically brought together in book form. 
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Another current trend not to be disregarded by the serious film librar- 
ian seeking articles or film titles under particular classifications is the pub- 
lication of bibliographies and filmographies (expanded and annotated lists 
in book form), i.e., A Filmography of the Third World, Women  and Film, 
Films -T o o  Good for Words, Positive Images; Non-Sexist Films for 
Young People18 and others. Invaluable to the librarian is the book The 
Film User’s Handbookl9 by George Rehrauer. In nine fact-filled chapters 
on the practices, problems and, in many cases, their solutions, the author 
fills a major gap in film library administration literature. In voluminous 
appendices he includes serviceable bibliographies of over 200 important 
book titles, and over 175film-related periodicals. 
Although it may not be possible to formulate rigid definitions for the 
public library film, one can still define broad distinctions and general cate- 
gories so that up-to-date definitions may be used as guidelines for public 
librarians responsible for building new film collections or for expanding 
existing ones. 
It is now necessary to update and revise the three basic film classifica- 
tions in the 1954study as follows: 
1. T h e  teaching or classroom film-The teaching or classroom film re- 
mains essentially as defined in 1954. It has, however, no place in most 
public library collections today, with the exception of public libraries 
specifically budgeted to service schools with films designed for the 
curriculum. 
2. 	T h e  information or idea film -These are nonfictional films produced 
for all audiences on any subject concerning humanity, the environ- 
ment and the universe. They include both short and full-length docu- 
mentaries; travelogues; news films; contemporary; historical and bio- 
graphical compilations ; factual films made for television, experimental 
and animated works. Also in this category are captioned films for the 
deaf and foreign-language films. Designed primarily for general audi- 
ences in informal situations, they are also useful in classrooms under 
the supervision of a teacher, or as supplemental material to textbooks. 
3. 	T h e  entertainment or recreational film -These are fictional films pro- 
duced for all audiences, from children through adult, and created pri- 
marily to entertain, enrich or amuse. This category includes short or 
feature-length serious dramas, adventures, mysteries, comedies, musi- 
cals and animated films. Independently made films, captioned films for 
the deaf, and foreign-language films may come under this definition, 
and while subject matter has no limits, many are concerned with the 
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arts, sciences and the humanities and may be satirical, humorous or 
experimental. 
Leo Bogart in his article “Mass Media in the Year 2000” states: 
Since the rate of inventions grows as the existing base of technology 
expands, the changes in the next third-century will be even more 
dramatic than those of the last third. In  that last third-century we 
have had our communications capacities enlarged by web offset and 
color gravure printing, photocopying, teletypesetting, talking motion 
pictures and television (both first black and white and then in 
color),miniaturized and printed circuitry, communications satellites, 
audio and video tape recording, micro-photography, and electronic 
data processing. Although the mass media which existed earlier have 
bent and changed under the pressure of these inventions, they have 
not vanished. As we try to read the future, it seems reasonable to 
expect that today’s media will continue to exist, but also that their 
form, function, and content will undergo radical 
The myriad of film titles, publications, cinema techniques, and inventions 
crowding the cinema scene within the last two decades demands a new 
breed of film librarians in public libraries. They must be thoroughly trained 
in librarianship, with formal or informal film study courses constituting an 
integral part of their education, and this education must be continuing in 
order to keep abreast of the rapid technological changes taking place in 
the communication field. Most importantly, the scope of their interests 
must be broad, encompassing the world of art, science and the human 
condition. 
The public library film -like the public library book -remains, as 
it has been, a basic educational and communicating tool. Its future form 
may be altered by magnetic tape, video disc, laser or holograph, but the 
film librarian will remain responsible for guarding this visual record of 
the past, keeping it free from censorship, honest in content, and blessed 
with creative cinematic techniques. 
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Public Libraries and the Contemporary 
Avant-Garde Film 
WILLIAM SLOAN 
THEPROBLEM WITH THE avant-garde film is that it is truly in the advance 
guard of cinema, and therefore flies in the face of much of what libraries 
have traditionally stressed. In general, film collections in public libraries 
have tried to reach as wide a cross section of users in the community aspos-
sible, and at the same time they have tried to be relevant to the concerns of 
the community. Thus, collections have emphasized such subjects as black 
studies, civil rights, housing, poverty, the aging, and government. At the 
same time, collections have also had a strong cultural component featur- 
ing films on painting, sculpture, music and literature. However, the avant- 
garde film is different than films in these categories because, by its very 
nature, it is elitist. Its audience is by and large college-educated with a 
high level of sophistication in the arts in general; quite frankly, libraries 
have been more populist in their collection building. 
If the public library is to try to meet the needs of all kinds of users, 
it must face up to the challenge and problems of the avant-garde film. In 
comparing it to the commercial (i.e., Hollywood) cinema, P. Adams Sit- 
ney, one of the chief spokesmen for the avant-garde, refers to its “radical 
otherness.” He points out that the two cinemas-one part of the enter- 
tainment world, the other part of the art world -operate in different 
realms without any discernible influence on one another. In the last ten 
years or so, the avant-garde film has moved out of its relatively obscure 
underground status. I t  now forms part of cinema studies programs in many 
William Sloan is Film Librarian, New York Public Library, and editor, Film Li-
brary Quarterly. 
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major universities and it is exhibited in just about all the major American 
art museums that are concerned with modern art. While these factors may 
help to justify the avant-garde film in library collections, they often do 
not make it acceptable or palatable to wide numbers of the public or to 
many librarians. Even today, the avant-garde often brings forth the same 
violent emotions and negative reactions that unsophisticated viewers had 
when they first saw films by Bunuel, Leger, Man Ray, Eggeling, and 
Richter in the 1920s. The avant-garde film-maker works with discontinu- 
ity, dream images, metaphor, symbol, abstraction, and he has often been 
influenced by or been a part of movements in the other arts, such as fu- 
turism, surrealism, abstract expressionism and minimalism. Unlike most 
other works of cinema, the avant-garde films usually must be looked at 
again and again. Indeed, its major innovators have forged an entirely new 
visual language, one that requires a whole new mind set among viewers 
who have grown up watching Hollywood movies or commercial television. 
The avant-garde field is large. It contains too many film-makers for 
most medium-sized libraries to afford collecting works by them all. This 
paper is an attempt to provide a buying guide for a basic collection repre- 
sentative of some of the best works created by film artists since World War 
11.Artists who do not wish to sell prints to libraries (e.g., Peter Kubelka) 
are omitted, as well as films that are prohibitively long in terms of library 
budgets. Also excluded are a number of film-makers who, although they 
work in a distinctly poetic fashion, are not generally included among the 
avant-garde. This group would include people such as Hilary Harris, 
Carmen D’Avino, Charles and Ray Eames, and Jan Lenica, among others. 
The reason these film-makers are excluded is that their work is largely 
comprehensible on the first viewing. 
Libraries are fortunate that they can now turn to the American Fed- 
eration of Arts as a source for film purchase. The federation is now making 
many titles available that in the past have not been considered commercial 
properties by the regular film distributors. It has taken a subsidized non- 
profit organization, in effect, to put them into the marketplace. The fed- 
eration is, however, not the only source, and the distributors listed with 
the titles below are given with their addresses at the end of this article. 
A listing of film-makers and films for a basic collection in a public 
library is provided here. The final decision of what to include is a personal 
one, based largely on the author’s own experiences with them in a library 
setting. The four major figures in this field seem to be Stan Brakhage, 
Bruce Baillie, Hollis Frampton, and Michael Snow. Therefore, the works 
of these people are presented separately at the head of the list. While 
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much of their work is extremely long and therefore prohibitively expensive, 
they have all made characteristic shorter works; it is these which are listed 
here. More than any other artists working today, they have extended the 
boundaries of cinema in unique and original ways. 
STAN BRAKHAGE 
Prelude: Dog Star Man. 25 minutes, color. Jane Brakhage, 1959-64. Con- 
tains rapid flashes of images and multilevel superimpositions that convey 
the elements of earth, air, fire, and water. An introduction to a much 
longer work. 
Window Water Baby Moving. 12 minutes, color. Jane Brakhage, 1959. 
Birth of the Brakhages’ first child. 
Dead. 11 minutes, color. Jane Brakhage, 1960. A cemetery in Paris. 
Mothlight. 4 minutes, color. Jane Brakhage, 1963. The image consists of 
moth wings and plants embedded in the film. 
BRUCE BAILLIE 
Castro Street. 10 minutes, black and white. American Federation of Arts, 
1966. Impressionistic study of a railway switching yard using superim- 
positions. 
Mass for the Dakota Sioux. 24 minutes, black and white. American Feder- 
ation of Arts, 1964. Metaphorical work structured after the Catholic 
mass. 
HOLLIS FRAMPTON 
Critical Mass. 25 minutes, black and white. Peter Feinstein, 1974. Image 
and soundtrack merge, disengage, and repeat as a man and woman 
argue. 
Tiger Balm. 10 minutes, color. Peter Feinstein, 1972. A minimal film to 
evoke a meditational state. 
Lemon (for Robert Huot).  7 minutes, color. Peter Feinstein, 1969. Study 
of a lemon. 
MICHAEL SNOW 
Wavelength. 45 minutes, color. American Federation of Arts, 1967. A 
seminal structural film; the setting is the film-maker’s loft. 
Breakfast (Table Top Dolly). 15 minutes, color. Canadian Filmmakers 
Distribution Centre, 1972 and 1976. Structural examination of a break-
fast. 
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OTHERS 
The following is a listing of other artists and their works that are 
basic to an avant-garde collection: 
KENNETH ANGER 
Eaux DJArtifice. 13 minutes, color. Creative Film Society, 1953. (The only 
Anger film available to libraries.) 
JORDAN BELSON 
Allures. 5 minutes, color. Pyramid Films, 1961. 
Chakra. 6 minutes, color. Pyramid Films, 1972. 
JAMES BROUGHTON 
The Bed. 20 minutes, color. Serious Business Go., 1968. 
ROBERT BREER 
Gulls and Buoys. 7 minutes, color. Robert Breer, 1972. 

lamestown Bdoos. 7 minutes, black and white. Robert Breer, 1957. 

Man and Dog Out for Air. 2 minutes, black and white and color. Robert 

Breer, 1952. 
BRUCE CONNER 
A Movie. 12 minutes, black and white. Serious Business Go., 1957. 
Take the 5:lO to Dreamland. 5 minutes, black and white. Serious Business 
Co., 1975. 
MYA DEREN 
Meshes of the Afternoon. 14 minutes, black and white. Grove Press Films, 
1943. 
Study in the Choreography for Camera. 4 minutes, black and white. Grove 
Press Films, 1945. 
TOM DEWIlT 
Atmosfear. 9 minutes, color. Tom DeWitt, 1966. 
ED EMSHWILLER 
Film with Three Dancers. 20 minutes, color. Ed Emshwiller, 1970. 
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JAMES HERBERT 
Maypops. 20 minutes, color. James Herbert, 1970. 
WILL HINDLE 
Billabong. 8 minutes, color. American Federation of Arts, 1968. 
IAN HUGO 
Gondola Eve. 27 minutes, color. Film Images, 1964. 
LARRY JORDAN 
Our Lady of the Spheres. 10 minutes, color. American Federation of Arts, 
1969. 
GEORGE LANDOW 
T h e  FiIm That Rises to the Surface of Clarified Butter. 9 minutes, color. 
American Federation of Arts, 1968. 
GUNVOR NELSON 
Moon’s Pool. 15 minutes, color. Serious Business Go., 1974. 
NORMAN MCLAREN 
Blinkity Blank. 6 minutes, color. International Film Bureau, 1955. 
Fiddle-de-dee. 4 minutes, color. International Film Bureau, 1947. 
PAT O’NEILL 
Runs Good. 15 minutes, color. Serious Business Co., 1971. 
SIDNEY PETERSON 
Lead Shoes. 20 minutes, black and white. American Federation of Arts, 
1949. 
DAVID RIMMER 
Variations on a. CeIlophane Wrapper. 8 minutes, color. Serious Business 
Co., 1970. 
PAUL SHARITS 
T,O,U,C,H,I,N,G. 12 minutes, color. American Federation of Arts, 1968. 
SUMMER 1978 43 
W I L L I A M  S L O A N  
STAN VANDERBEEK 
Newsreel of Dreams. 16 minutes, color. American Federation of Arts, 1971. 
JOHN WHITNEY 
Permutations. 7 minutes, color. Pyramid Films, 1967. 
Following is a reference list of distributors of avant-garde films, in- 
cluding addresses for contacts regarding availability. 
American Federation of Arts, 41 East 65th Street, New York, New York 
10021 
Jane Brakhage, Box 6, Rollinsville, Colorado 80474 
Robert Breer, Ludlow Lane, New York 10964 
Canadian Filmmakers Distribution Centre, 406 Jarvis Street, Toronto, On- 
tario, Canada 
Creative Film Society, 7237 Canby Avenue, Reseda, California 91335 
Tom DeWitt, Bedell Road, Poughkeepsie, New York 12603 
Ed Emshwiller, 43 Red Maple Drive N., Wantagh, New York 11 794 
Peter Feinstein, 36 Shepard Street, Cambridge, Massachusetts 02138 
Film Images (now Radim Films), 17 West 60th Street, New York, New 
York 10023 
Grove Press -Cinema 16 Film Library, 196 West Houston Street, New 
York, New York 10014 
James Herbert, Art Department, University of Georgia, Athens, Georgia 
30601 
Serious Business Company, 1588 Fell Street, San Francisco, California 
94117 
Pyramid Films, P.O. Box 1048, Santa Monica, California 90406 
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Children’s Films: Secondhand, Second-rate 
or Second Wind? 
JULIE C U M M I N S  
FILMSARE AN ACCEPTED and expected part of library service. However, 
the quality of children’s films has recently come under attack -and 
rightly so. Marilyn Berg Iarusso’s article, “Children’s Films : Orphans of 
the points out the mediocrity existing in the field and the 
need for films made with conviction and creativity. Maureen Gaffney, 
executive director of the Children’s Film Theater, has stated : “There 
seems to be a conspiracy of mediocrity, of niceness in children’s media.”2 
The blame for the second-rate quality of children’s films lies not only 
with the film industry producing them, but also with librarians and media 
specialists who accept and purchase mediocre films for a variety of reasons. 
Purchase for curriculum needs, the lack of media training in graduate 
school, and the rush to meet deadlines for use of specially allocated funds 
are all explanations of why inferior films get purchased-but these are 
poor excuses. 
Although there is a wide variety of children’s films available, it is 
important to be aware of a good variety. One of the most enlightening ex- 
periences that a librarian can have in regard to film is to serve on a com-
mittee which is charged with producing a “select list” of children’s films. 
Any structured group that evaluates films, whether within a local system 
or statewide, finds itself confronting widely divergent opinions, prejudices 
and reactions-which results in disagreement on a final decision. This 
writer served as chairperson of the committee responsible for the fourth 
revision of Films for Children (published by the Children and Young 
Julie Cummins is Children’s Services Consultant, Monroe County Library System, 
Rochester, New York. 
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Adult Services Section of the New York Library Association) .3 The five 
members of the committee often found themselves tangled in heated dis- 
cussion over whether or not a particular film, for example, was sexist; was 
lacking in quality, but had proved to elicit tremendous response from 
children; or whether it promulgated stereotypic attitudes. 
Criteria which had already been established by the committee for 
the evaluation of children’s films included : 
1. 	 The film should offer the child an aesthetic experience. 
2. 	 I t  should have respect for the child’s intelligence and taste. 
3. 	I t  should be authentic and original. 
4. 	I t  should have beauty of language. 
5. I t  should have integrity and appeal to the age and interest of the in- 
tended audience. 
6. 	Films for children should allow the child to explore the world and his 
relationship to it. 
7. 	 Stories that are adapted from book to film should retain the original 
spirit. 
With these guidelines in mind, the committee began to review films for 
selections. Despite the fact that these goals had been carefully defined, 
the committee members still found themselves faced with questioning : 
This film (Zlateh the Goat, Weston Woods) is beautiful, but will it speak 
to children? (The committee decided in its favor.) 
Why is the dialogue in Annie and the Old One (BFA) so stilted-be-
cause it’s true to cultural speech patterns, or because of second-quality 
acting? 
Paddle-to-the-Sea (McGraw-Hill) has been around for years; does it still 
hold interest? (The writer believes so.) 
Is a television presentation of Really Rosie (Weston Woods) a stamp of 
approval, or an obligatory selection to include on the list? 
Is the animation of The Little Mermaid (Pyramid) too commercial and 
slick in relation to the delicacy of the story? 
Does the documentary Taleb and His Lamb (Barr) reinforce sexist roles 
for American children even though it accurately depicts the culture’s 
attitudes? 
The intricacy of the plot of Aucassin and Nicolette (National Film Board 
of Canada) requires an audience of older children -but will that age 
level appreciate the sophisticated silhouette puppet technique? 
Regarding The Case of the Cosmic Comic (Weston Woods), the live- 
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action dramatization of the time period will require an introduction for 
children, and will the slow pace hold their attention until the villain 
movie sequence? 
In order to arrive at the final list, the committee held thorough and serious 
discussions, taking into consideration recommendations from practical ex- 
perience of children’s reactions, weighing elements of quality, and even 
bartering. With the finish and satisfied sigh of achievement came a valu-
able interaction of what makes up a “good” list of films for children. 
The advantages of relying on prescribed lists, such as the “Notable 
Children’s Films”* list published each year by the Association for Library 
Service to Children division of the American Library Association, F i l m  
for Children published by the New York Library A~sociation,~ and Films 
Kids Like by Susan Ricee include: (1) the chaff has been weeded, 
(2) there is the reliance that children somewhere have responded to the 
films, and (3 )  the titles have merit. The primary rule to follow in CO-
ordination of film activities is to preview the films before they are shown. 
However, many librarians may simply not be able to do so, e.g., the sole 
professional in a small library who is responsible for everything, the adult 
volunteer planning a showing for a children’s group, or others without the 
opportunity (or access) to preview. Reputable “filmographies” should be 
invaluable in such cases. 
Based on years of experience of this writer and other children’s li- 
brarians and media specialists, the following guidelines may offer practical 
direction in the establishment of film programs. In  planning the program, 
the first task is to identify the projected audience. The ages of the children 
and the physical setting are factors which will determine the length of the 
program; thirty minutes for five- to eight-year-olds and forty-five minutes 
to one hour for older children are suitable approximations. 
The quality of the program depends on both the quality of the films 
and the organization. The program should be planned with an eye to 
balance and rhythm. A straight succession of films should be avoided as 
should use of only one film technique. Among the different types of film 
techniques are: iconographic (films made from the illustrations of books), 
animated, puppets, live-action, and action made by drawing directly on 
the film. Incorporation of different techniques will offer visual variety, 
while mood and intensity in the films will vary the pace. Contrasts of 
realism and imagination and of reflection and humor should be present. 
The development of a sense for rhythm comes from knowledge both 
of the films and of children’s reactions to them; however, a librarian 
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should not hesitate to experiment. For example, if a teenage film-making 
group exists in the area, the librarian might wish to present a special 
showing of their films to a mixed audience of older children and adults. 
Children put a lot of energy into watching films; because of this, the 
film shown last can influence their behavior afterward. If the concluding 
film leaves children excited and restless, the librarian should be prepared 
for boisterous behavior. It may be much more effective to end a sequence 
with a slow, relaxed film, such as Arrow to the S u n  (Texture), or a light- 
hearted short, such as Dance Squared (International Film Bureau). 
MULTIMEDIA PROGRAMS 
The subject of an individual film will often suggest a coordinated 
activity, or a program theme may lend itself to a multimedia program. 
For example, the lively, animated film Tangram (Pyramid) provides chil- 
dren with a natural inspiration to try to make their own tangram (a seven-
piece geometric puzzle composed of five triangles, one square and one 
parallelogram). The art-technique film Play Clay (ACI) can be used in 
conjunction with a variety of craft programs. One possible method might 
incorporate a reading club with a circus theme. Play Clay can be shown, 
and children can make clay animals, clowns, etc. for a model circus after- 
ward. 
Stories can be combined successfully with films. Some good examples 
of a theme program utilizing multimedia are listed here. 
TO TICKLE YOUR RIBS (AGES 5-8) 
Story to tell: T h e  Funny Little W o m a n  (Mosel),or 
“The Little Rooster, The Turkish Sultan and The Diamond 
Button” 
Flannelboard story and song : “I Know an Old Lady Who Swallowed a 
Fly” 
Films : T h e  Foolish Frog (Weston Woods) 
A Boy and a Boa (Phoenix) 
Assorted jokes, humorous poetry and riddles 
MONKEYSHINES (AGES 5-8) 
Films : Curious George Rides a Bike (Weston Woods) 
Snow Monkeys of Japan (ACI) 
Story: Caps for Sale (Slobodkina) 
Activity: Make paper bag puppets of Curious George 
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DRAGON TAILS (AGES 6-9) 
Films : Fire Flowers of Yet Sing Low (Sterling) 
Dragon Stew (BFA) 
Tchou Tchou (Encyclopaedia Britannica) 
Stories: The  Judge (Zemach) 
Mr. Drackle and His Dragons (Froman) 
GHOSTS AND GHOULIES (AGES 7-10) 
Films: Ghosts and Ghoulies (Sterling) 
The  Legend of Sleepy Hollow (Stephen Bosustow) 
Record: Chilling, Thrilling Sounds of the Haunted House (Disney) 
Stories: “Leg of Gold” 
“Rap, Rap, Rap” 
Marilyn Iarusso points out prime examples of animated, live-action 
and animal films and also the needs for future children’s films. In what 
direction are children’s films going? Maureen GafTney’s pointed arrow of 
criticism is unquestionably true, but perhaps these controversial barbs can 
now help to open the paths of awareness in children’s media professionals 
by underscoring the problems and thus lending hope for improvement in 
the future. 
It is true that children’s films have been tried on like secondhand 
garments passed down by the adult media regime; there are undeniably 
hordes of second-rate films. I t  is to be hoped, however, that films are get- 
ting a second wind. With series such as Learning Corporation’s “Learning 
to be Human,” which are producing films like Big Henry and the Polka 
Dot K i d  and others, the children’s film of tomorrow will enable the child 
to explore the world with integrity, honesty and humor. 
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Film Service to the Elderly 
JEAN HAYNES 
PUBLICLIBRARY SERVICE to the elderly is traced to the Cleveland Public 
Library, which established an Adult Education Department in 1941. This 
library was important both to the beginning of public library film service, 
and to film service to the aging. Its film collection was begun in 1942 
with a small deposit of films from the local Federation of Settlement 
HOUS~S,~and by 1943 the Adult Education Department was planning 
recreational programs for persons in settlement houses and churches. The 
library’s “Live Long and Like I t  Library Club,” with programs centered 
on problems of the aging, began in 1946.* 
In  1942 -an important year for film -the Educational Film Lend- 
ing Library (later the Educational Film Library Association) formed to 
assist agencies such as the Office of War Information in setting up film 
deposits; sixty libraries received deposit collections as a result. Gerald Mc- 
Donald’s study, Educational Motion Pictures and Libraries, commissioned 
by the ALA Joint Committee on Educational Films, was published with 
the conclusion that “public libraries could become the link between pro- 
ducers and distributors and the general community by providing informa- 
tion on film and their sources, assisting patrons in borrowing films, pro- 
viding exhibition space and equipment, and by actually developing film 
collections that would meet community need^."^ The Cleveland Public 
Library’s film collection grew to 400 films in two years under the direction 
of Patricia Blair. In 1947 Blair was appointed Film Advisor to the ALA 
Film Office, a 4-year project established with Carnegie Corporation fund- 
ing. Leadership of this office assisted scores of libraries in developing film 
Jean Haynes is Pilm/Video Librarian, Chautauqua-Cattaraugus Library System, 
Jamestown, New York. 
SUMMER 1978 51 
J E A N  H A Y N E S  
collections and led to the formation of two demonstration film coopera- 
tives, one in the Cleveland Public Library and the other in the Missouri 
State Library. By 1951, when the Film Office closed, films had become 
established,* but the lack of ALA leadership, which characterized the Film 
Office period, has influenced the development of film service. 
Other libraries followed Cleveland in offering services to the aging. 
Among them, the Boston Public Library organized the “Never Too Late” 
group in 1950, and in 1952 the “Senior Citizens” met at the Flatbush 
branch of the Brooklyn Public Library to “read, talk, view films, play 
games, have teas and birthday par tie^."^ 
Public library film service and service to the aging share a common 
period of development -almost the same “birthday,” one might say -
and initially, librarians active in one field were active in the other as well. 
The growth of these services has been influenced by the materials avail- 
able, by the concerns of the elderly, by changing concepts and emphasis 
in the fields of gerontology, and by changing structures in library service. 
Governmental response to the aging in terms of legislation and funding is 
important to both. 
During the 1950s a “travel group using films” was one of several 
special interest groups which the Cleveland Public Library established in 
a 1953 ALA-administered experiment using a grant from the Fund for 
Adult Education.6 Provision of audiovisual material ranked high among 
library services offered the aging, according to Eleanor Phinney’s postcard 
survey of 1391 public libraries conducted in 1957.7 This popularity con- 
tinued; in the 1971 National Survey of Library Services to the Aging, films 
were the most frequent content medium for programs for the elderly, 
whether inside the library or out.* 
Today’s significant film service and film service to the elderly are 
indebted to Title I of the Library Services and Construction Act, a source 
of well over 1 million dollars for films in New York State’s library systems 
alone. In  1963, only 10 of New York’s library systems owned 200 films or 
more; 15 years later, in 1978, more than 10 system film libraries have 
holdings exceeding 1000 title^.^ 
The possibilities of system-level film service to the elderly are indi- 
cated by statistics from a rural library system in western New York. The 
Chautauqua-Cattaraugus Library System covers 2399 square miles and 
serves 228,971 people. Film service began in 1966 with 25 films; a t  the 
end of 1977, the system owned 686 titles. With a staff of one librarian 
and 1.5 FTE clerks, augmented by Comprehensive Employment and 
Training Act (CETA) and social services personnel, 13,867 films were 
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circulated in 1977. In January 1978 alone, 198 films (about 16 percent 
of a total circulation of 1214) were used by nursing homes and senior citi- 
zen organizations, including an adult basic education program for the 
elderly and local Offices of the Aging. Presently, twenty nursing homes 
throughout the two counties served use the library’s films for weekly pro- 
grams. The elderly are also served as individuals and as members of ser-
vice groups and church organizations, and have access to films on concerns 
of the elderly for viewing by community groups. (The cost per circulation 
is roughly estimated at $5.49.) 
A new national consciousness of the aging resulted in the Older 
Americans Act of 1965 and the creation of the Administration on the 
Aging (AOA) . The AOA has supported film and television production, 
special programs involving visual media in public libraries, and graduate 
programs to prepare librarians for specialization in service to the elderly. 
Wayne State University’s Division of Library Science, for example, began 
such a program in 1970 in cooperation with the Michigan Institute of 
Gerontology.lo The University of Wisconsin-Madison’s more recent post- 
master‘s course, “Library Service to Aging,” conducted within the inter- 
disciplinary program of the Faye McBeath Institute on Aging and Adult 
Life and coordinated by Margaret Monroe, is also a recipient of AOA 
funds.ll Such university programs may be very important in attaining a 
meaningful integration of film and service to the aging for the entire 
profession. 
Many of the projects supported by the AOA were print-oriented, but 
ORIFLAMME (1973-75), funded by Title 111of the Older Americans 
Act as administered by the California Office of the Aging, was more 
media-oriented than most projects and offered discussion groups, guest 
speakers, slide and film shows in the library and in convalescent homes: 
“Films were the most popular. The types of films which drew the largest 
audience were travel and nature films.”12 
Although film service and film service to the aging have “grown like 
kudzu vines” (to borrow a metaphor from a current best-selling short 
filmT3), they have received little attention in library literature. This per- 
haps may be because film service developed during the 1960s and 1970s 
at the system level and, during that time, was the responsibility of librar-
ians whose primary concerns are visual media and, on a day-to-day basis, 
service to organizations rather than age groups. This is in contrast to the 
1950s, a decade when Muriel Javelin, involved in services to the aging 
and film, founded Boston’s “Never Too Late” club and served as chair- 
person of ALA’s Audio-visual Round Table.14 
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Films are often mentioned in accounts of service as a kind of bait, 
such as using “magic lanterns” to attract an aging audience which can 
then be led to the book truck: “The librarian planned a film showing at 
the first group session. I t  was hoped that a film might be a drawing card 
to attract people.”15 Although the attraction of film is acknowledged, its 
informational and experiential content is ignored. With few exceptions, 
the films mentioned are travel and nature films, referred to as the most 
popular. There is no denying the appeal of nature (Bear Country is re- 
served six months in advance) ; however, this continuing emphasis on 
nature and travel indicates an absence of a “film ministry,” a consequence, 
perhaps, of the specialization mentioned above and the public library’s 
slowness in responding to the developing concepts of gerontology as docu- 
mented by Kanner. 
Another indication of increased specialization is found in the “1975 
Guidelines for Library Services to an Aging Population” which suggests 
that the library “locate sources of appropriate materials including large 
print books, talking books, tapes, films and pamphlets” and should identify 
< careas of programming including programming with all-age appeal.”18 
Otherwise, the guidelines emphasize print material, suggesting reading 
lists, the inclusion in library collections of books meeting the particular 
recreational, informational and bibliographic needs of the aging, the rota- 
tion of institutional collections, plus a variety of interesting activities. Sim- 
ilar stipulations for film materials, activities and collections are not in- 
cluded, and the right of the elderly to access to visual material is not 
mentioned. Subsequent guidelines might be developed in cooperation 
with the ALA Audio-visual Committee. The public library has yet to 
assume responsibility for providing visual materials as it has for print 
mate1-ia1s.l~ 
Programming for the elderly may be divided into: (1) library pro-
gramming, (2)  organizational programming, and (3) institutional pro- 
gramming. Additional insights on library programming may be obtained 
from the section “What They Are Showing” of Film News, which regu- 
larly publishes notes on screenings at libraries, universities and museums. 
In  1970, Boston’s “Never Too Late” groups were the busiest users in town, 
showing films in many locations. For instance, the May program, “Tales 
of Two Cities,” featured Brendan Behan’s Dublin, A City Called Copen-
hagen, Alaska, Nanook of the North, Portugal, and Crayon.ls The E n d  
Pratt Free Library in Baltimore planned a series entitled “Tuesday After- 
noons at Two” around a theme of “Individual Courage: A Study of 
Spirit” and showed George Grosz Interregnum (Spirit in Germany) and 
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The Daybooks of Edward Weston: How Young I Was (Spirit in Art) ; 
Frank Lloyd Wright and Antonio Gaudi (Spirit in Architecture) ;Dag 
Hammarskjold and Martin Luther King (The Spirit of Peace), etc.*@ 
The miscellaneous nature of the films and the somewhat forced coup- 
lings under the “series” umbrella are less characteristic of film showings in 
1977 and 197%. Several libraries showed The Ascent of Man. Recent 
screenings of Boston’s “Never Too Late” program have dealt with con- 
cerns of the aging, e.g., How Old is Old?, Three Grandmothers, The Art 
of Age, and I Heard the Owl Call M y  Name. Programming now reflects 
the increasing wealth of film collections, adding plausibility to the film 
librarian’s requests for consultations and funding in the field of continuing 
education and attracting support from the National Endowments for the 
Arts and for the Humanities. Programs dealing directly with the problems 
of the aging are possible now because of the production in the 1970s of 
many new films on this subject. Semkods Booklist article gives helpful 
advice for would-be film programmers and is an example of the kind of 
assistance the film librarian can provide the service specialist.20 
There are special filmographies and film catalogs which can be of 
assistance in planning service to the elderly. The most comprehensive of 
these is “About Aging: A Catalog of Films,” listing over 300 titles with 
annotations and a categorical index published by the Andrus Gerontology 
Center at the University of Southern California.21 Other lists are Aging: 
A Filmography by Judith the KWIC Film Profilesz3 and Films 
on Death and Dying.z4 The Gerontologist regularly publishes critical re- 
views of old and new film releases. When inaugurating this service, audio- 
visual editor Richard Davis said that only a few years ago the column 
would not have been possible, because there would have been little ma- 
terial to review. 
Penny Northern’s work with the staff of the Mid-America Resource 
and Training Center on the Aging, a federally funded center in Kansas 
City, provides an example of film used to “improve empathy and under- 
standing among (trainees) . . .as it relates to the anxieties and uncer-
tainties of the elderly.” Trainees were asked to view films on aging at the 
Kansas City Public Library in order to become familiar with film re- 
sources; in the process, their sensitivity to the concerns of the aging were 
heightened. A success the first year, the program was expanded the second 
year and was given additional structure, “emphasizing specific areas of 
concern, using discussion leaders for additional i m p a ~ t . ’ ’ ~ ~  The expertise 
in visual media on the aging which the participants gained was put to 
good use in the film library as well by forming a film evaluation committee 
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which reviews new releases on the aging for the Educational Film Library 
Association. With film, as with print, the major emphasis must be on col- 
lections rather than programming. If libraries have the material, profes- 
sionals in other fields can be taught to program. 
Bibliotherapy is recognized as a desirable part of library service to 
groups such as residents of nursing homes. The use of films as therapy 
needs to be investigated. Films may be useful, for example, in enhancing 
the process of “life review,” in sparking social interaction, in supplying 
role models, and in coping with bereavement and death. With sufficient 
information and materials, volunteers trained by library staff could make 
a real contribution to nursing home residents. Too often, the purely enter- 
taining programs in nursing homes consist of that familiar pair, travel 
and nature films. 
Films are an efficient means of communication. People who will not 
take the time to read a book on consumer protection, health and safety, 
retirement lifestyles, grandparenting, or any of dozens of other senior citi- 
zen concerns may watch a film as part of their organization’s program and 
join in the discussion afterward. They will have received information and 
shared with their peers a concern and an experience -sometimes quite an 
experience, as The Speaker viewers attest. 
Although film as a library material continues to gain in popularity, 
tomorrow’s aging population will undoubtedly receive much of their in- 
formation from video and the disc. Already the average elderly person 
spends many hours a day watching television for information and com- 
panionship; the television personalities substitute for friends and family. 
Henry Loomis, president of the Corporation for Public Broadcasting, has 
stated that “Over Easy,” a one-half hour daily series with a magazine for- 
mat designed for people at or near retirement age, points the direction in 
which public television is headed. It combines vignettes on the lives of 
older persons with information on coping with Social Security and Medi- 
care bureaucracies, and deals with other changes in social role and life- 
style associated with retirement. Programs such as “Over Easy” on the 
education of the elderly respond to recommendations made in the 1971 
White House Conference on Aging in the Education Task Forces report.’“ 
A 24-hour daily radio service is planned for the blind and print-handi- 
capped listener, and a method of broadcasting “closed captioning” for 
deaf viewers who are equipped with a special receiverz7 is now in an ex- 
perimental application stage. 
Access to visual material will improve as less expensive formats are 
marketed. Library schools are beginning to deal with films and video for- 
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mats as significant library materials. The University of Wisconsin-Madi- 
son’s Library Service to Aging uses film and video to “sensitize and inform 
students about aging” and will include film literature in its new course, 
“Creative Use of Literature with the Elderly.”28 
In the meantime, librarianship as a profession can improve film ser- 
vice to the elderly in a variety of ways : 
1. Service specialists, those serving the aging and those working with 
visual media, need to reestablish warm working relationships. Film 
librarians should be involved in planning service to the aging and adult 
education. 
2. 	 Institutes and special workshops on the use of film with an aging popu- 
lation should be offered by library schools and/or by state associations 
in connection with annual conferences as part of a continuing educa- 
tion program in visual media. 
3. 	Public library film service to the elderly needs to be funded at realistic 
levels; access to film should be of concern as is access to print. 
4. 	Guidelines on service to the aging might be reconsidered in cooperation 
with members of L A ’ SAudio-visual Committee, and concepts in film 
and video service clarified. 
5. An appropriate public library response to the programming, materials, 
and information needs of community organizations and institutions 
should be the subject of professional discussion. 
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Captioned and Nonverbal Films 
for the Hearing-Impaired 
SALVATORE J. P A R L A T O  
TIMES
HAVE CHANGED; a few years ago, the library’s basic “product” was 
books. About the only special needs satisfied were those of the poorly 
sighted -there were large-print or talking books. Now, however, librar- 
ians deal with a multitude of media, to keep up with a diversity of patrons. 
A public librarian is almost automatically attuned to the needs of the 
handicapped community. A school librarian is now legally committed by 
PL 94-142l to the practice of mainstreaming, i.e., integrating the excep- 
tional person into regular instructional programs. Whatever the librarian’s 
function, there are new demands to be faced today, some of them origi- 
nating from the rightfully rising expectations of the disabled. These citi- 
zens are no longer as patient as they used to be about receiving token 
attention to their needs -nor are they willing to accept library services 
in isolation from the rest of the population. Until very recently, for exam- 
ple, most hard-of-hearing children were schooled in separate institutions. 
When deaf adults wanted movies for diversion, public libraries provided 
loans for screenings with family and friends at home. Now, however, these 
same clients -and their perceptions of their civil rights -have changed. 
They still want access to film resources, but with the difference that they 
now demand the option of viewing within a “normal” setting. In other 
words, they are entitled to an education within a public school environ- 
ment; Saturday morning film sessions or story hours should not, by the 
nature of presentation, exclude deaf children from participation ; nor 
should deaf adults be deprived of adult film fare on library premises. 
Salvatore J. Parlato is USOE-BEH National Coordinator, Captioned Educational 
Film Selection and Evaluation Program,Rochester School for the Deaf, Rochester, 
New York. 
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This new consciousness carries with it a twofold obligation : (1) to 
supply the deaf with non-audio-oriented media; and (2)  to enable the 
deaf, whenever possible, to enjoy these materials alongside of -not sepa- 
rate from -their hearing peers. Does this accommodation seem imprac- 
tical? Will it mean new facilities? More personnel? A bigger budget? The 
happy answer is no. A federal free-film program, Captioned Films for the 
Deaf, has been designed for just this purpose. 
Captioned Films for the Deaf (CFD) is a branch of the USOE Bu-
reau for the Education of the Handicapped. Since it received its congres- 
sional charter in 1958, CFD has provided hundreds of subtitled pictures 
to deaf Americans -free of charge. The subject matter of these resources 
is the same as might serve any other segment of the population. These 
films consist of exactly the same footage as uncaptioned counterparts, 
differing only in that the soundtracks have been altered from the original 
just enough to allow better synchronization with the superimposed text. 
CFD distributes titles to schools, and for the general public, circulates en-
tertainment movies and shorter subjects of interest to adults. While the 
offerings in education and entertainment are related, they are different 
in policy, procedure, and purpose. 
There are many captioned educational films available on the market 
today. Typical productions include Boarded Window (Perspective Films) ; 
Cry of the Marsh (ACI Productions) ;Dr. Heidigger’s Experiment (CCM 
Films Inc.) ;John Fitzgerald Kennedy -I917-1963 (Films, Inc.) ;Little 
Engine that Could (Coronet Instructional Films) ; Mike Mulligan and 
His Steamshovel (Weston Woods) ;The Ugly Duckling (Coronet Instruc- 
tional Films) ; and Why W e  Have Elections (LCA). There are approxi- 
mately 1000 titles in the current catalog, with 75-90 new entries acquired 
annually. There are sixty film depositories located regionally. Those eli- 
gible to borrow and use films from these depositories include schools and 
programs for the deaf. In order to be able to use these films, an audience 
including a minimum of only one deaf student is required. Applications 
should be addressed to: Captioned Films for the Deaf, Distribution Cen- 
ter, 5034 Wisconsin Avenue N.W., Washington, D.C. 20016 (telephone: 
202-363-1308). 
Among the typical productions of captioned entertainment films are : 
Around the World in 80 Days, Bambi, Butch Cassidy, French Connection, 
Lion in Winter, Midnight Cowboy, That Darn Cat, and Sound of Music. 
There are approximately 750 titles listed in the current catalog; between 
45 and 50 new titles are acquired annually. There is only one film deposi- 
tory for this classification of films; it is located in Indianapolis. Deaf per- 
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sons, both children and adults, are eligible to borrow these films, provided 
that the requirement of a minimum audience of six deaf viewers is met. 
Information about these films may be obtained by writing to the Cap- 
tioned Films for the Deaf Distribution Center at the above address. 
OUTREACH ACTIVITIES 
As evidenced by the data immediately above, entertainment films are 
for the exclusive enjoyment of deaf viewers. This restriction arises from a 
commercial agreement designed to protect theatrical exhibitors from un- 
fair competition. There is nothing, however, to prevent libraries from act- 
ing as coordinating agents for programming, scheduling, and screening 
such presentations. Librarians, because of their professional expertise as 
coordinators and publicizers, are particularly well suited to the task of 
selecting and announcing appropriate materials for community members, 
whatever their special interests. As part of these outreach efforts, however, 
librarians should not overlook the opinions of the consumers themselves. 
They should take care to solicit their preferences actively. Communication 
is a two-way process, and unless librarians keep open and attuned to indi- 
vidual input, they are in danger of the classic error of imposing their own 
tastes on the people they are supposed to be serving. Moreover, commu- 
nication with the deaf isn’t as difficult as librarians may imagine. Many 
hearing-impaired persons have developed understandable speech, and 
some can read lips if they are spoken to carefully, without abruptly 
switching from subject to subject. If nothing else works, there is always 
the faithful standby, the written word. Written notes can be used either 
to supplement conversation with deaf individuals or to collect information 
via questionnaires or surveys. 
NONVERBAL FILMS 
Nonverbal films are another source of software for the hard-of-hear- 
ing. These are not only silent films, but also films with visual coherence 
strong enough to convey a mood or message pictorially. A few familiar 
examples are : Churchill’s Rainshower, McGraw-Hill’s An Occurrence at 
Owl Creek Bridge, and Macmillan’s The Red Balloon. These titles, and 
dozens more like them, are probably available through the usual 16mm 
centers. Some of these films may have already been reserved for hearing 
patrons; if so, they can be reserved for hard-of-hearing patrons as well. 
In  fact, nonverbals are a good choice for programming that is compatible 
with both deaf and hearing audiences. Of course, librarians are under- 
standably somewhat unaccustomed to dealing with wordless media. As a 
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matter of principle, nonverbalism may even seem to be hostile to a librar- 
ian’s interests -and, by extension, detrimental to the interests of the 
library clientele. On the contrary, many nonverbal films not only originate 
from the printed page but, more important, they can lead readers there. 
A prime example of this sequence is the work An Occurrence at Owl 
Creek Bridge by Ambrose Bierce, the film of which was cited earlier. 
Others include Poe’s Masque of the Red D e d z  (McGraw-Hill), Saki’s 
Open Window (Pyramid), Hugh Hood’s The Red Kite (Wombat), and 
Mabel Watts’s Zachary Zween (Sterling Educ.) . Thus, nonverbals can 
be utilized both as a vehicle for increasing readership and as a means of 
reaching deaf and hearing people simultaneously and on more than one 
intellectual level. The best of these productions, although they may be 
unnarrated and free of dialogue, use images and sound effects to recreate 
the verbal and conceptual content of the literature that inspired them. 
AS if by some reciprocal equity, their cinema counterparts then restimulate 
interest in the original print version. 
UTILIZATION POINTERS 
Apparently, there is no need to persuade librarians to use nonverbals. 
As evidenced by the hundreds of such films in active circulation, librarians 
are already using them. Instead, a few ways of “integrating” them might 
be suggested here. Librarians can accomplish such integration in several 
ways: ( 1) thematic scheduling of unnarrated classics, such as those films 
identified above; (2)  selecting a nonverbal short to precede full-length 
features; and (3 )  adding more word-free films to the library’s collection 
and advertising them as such. If this last suggestion is not followed, the 
library‘s deaf patrons may not be able to appreciate the librarian’s efforts 
in their behalf. 
There is, however, a related word of caution to add: not all alingual 
films are self-explanatory to deaf viewers. While such productions are 
usually more pictorial than most, and rely less on narration for clarity, 
many hard-of-hearing people still depend for understanding on the music 
and sound effects which hearing patrons take for granted. Abstract sub- 
jects are, as a result, less understandable in themselves, as are quick-cut, 
nonlinear montages of any extensive length. For those reasons, it may be 
wise to choose topics that are intrinsically narrative in style and scope. 
General examples of these include : stories, nature studies, sports, hobbies, 
art and travel. After beginning with those areas, the librarian can come 
in closer contact with deaf clients -and they are a fascinating group. 
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Their ideas should be polled to determine what they would like to see on 
film. Aside from these possibilities to guide librarians in nonnarrated pro- 
gramming, there is at least one major reference source: Films -Too 
Good for Words.2 In addition to this directory, librarians may also wish 
to consult the catalogs of film companies that are especially strong in that 
format. Among these firms are Churchill Films; Encyclopaedia Britannica 
Educational Corporation; Films, Incorporated ; International Film Bu- 
reau; International Film Foundation; Learning Corporation of America; 
Macmillan Films, Inc. ;National Film Board of Canada; Phoenix Films, 
Inc.; and Pyramid Films. Almost all of these companies-and many 
others-will sell or rent captioned copies of the same films available 
through Captioned Films for the Deaf if, for any reason, a library is not 
eligible for free utilization. 
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The Core Film Collection : 500 Titles Selected 
by the FLIC Board for a Medium-Sized Public Library 
PATRICIA H. MACKEY 
ALTHOUGHTHE MOTION PICTURE was invented in the late 1800s, the film 
is truly an art of the twentieth century, expanding both literally and figu- 
ratively to include various formats, imaginative technical achievements 
and a multiplicity of sources for acquiring the medium. The theatrical 
and reportage aspects of the motion picture were realized immediately, 
but audiences were slower to grasp the obvious concept of the film as a 
visual medium, made possible by a physical phenomenon known as the 
persistence of retinal impression. Indeed, film becomes magic, for the 
motion picture is not actually a motion picture, but a series of still photo- 
graphs which move through a projector at a rate of twenty-four frames 
per second, creating a visual impression of movement. 
The film has always been a public art, designed as a powerful com- 
munications tool accessible to large groups of people, involving empathy, 
identification and an immediate sense of recognition and emotional re- 
sponse from its viewers. The appeal of the film is irresistible, heightened 
by the intimacy of a darkened room and the closeness of strangers. 
As early as 1909, the motion picture was big business.l Originally 
providing a source of entertainment and novelty, the film industry moved 
toward areas of information, documentation and propaganda. But it was 
actually George Eastman’s development and marketing of 16mm film and 
equipment -less complicated, less bulky and less expensive than 35mm 
-which created the means for libraries to enter the film field. The use 
Patricia H. Mackey is Audio-Visual Consultant, Monroe County Library System, 
Rochester, New York. 
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of 16mm film as a training and information medium during World War 
I1 provided another impetus in production of nontheatrical materials -
an area which now includes over 500 producers and an output of more 
than 1000 new films per year.2 
Television network specials, released in 16mm, have created another 
enormous source of materials for library collections. Independent film- 
makers, representing the avant-garde and creatively freer aspects of the 
medium, produce works which appeal to a more limited audience, yet 
have a real place in library film collections. Libraries, in fact, play an 
important role in expanding the public’s awareness of this specialized 
body of work. 
If the 16mm film is smaller, cheaper and less complex than 35mm, 
it follows that the relatively new 8mm format (i.e., one-half the size of 
16mm) doubles again the advantages related to bulk, price and use. From 
early classics to magnetic sound clips from Star Wars, the expanding scope 
of this format provides libraries with popular browsing collections, the 
print counterpart of which is paperbacks and bestsellers. The recent in- 
crease in the production of magnetic sound titles and equipment is an 
attractive bonus, encouraging more libraries to use 8mm as a supplement 
to the established 16mm format. 
As a medium, the film is a librarian’s dream come true, an ideal tool 
which moves, talks, informs, excites and inspires. The question no longer 
centers around the need for a library film collection, but extends to a wider 
range of decisions involving selection, programming, technical processing, 
circulation and format. 
THE CORE FILM LIST 
In 1972, board members of the Film Library Information Council 
(FLIC) selected a group of 500 16mm film titles, designed to be used as 
a guide for a basic core collection in a medium-sized public library. The 
list was published in the Fall 1972 issue of Film Library Quarterly and 
reflected a wide cross section of material currently available in the 16mm 
film field. 
Since many titles have become dated within the 5-year period or have 
been replaced by more viable material, the FLIC board revised the list 
in 1977, nominating titles for deletion as well as new titles for inclusion. 
The following list includes a total of 142 changes. Again, the core film 
collection emphasizes titles of general interest and omits films of a highly 
specialized or technical nature, aswell as purely curriculum-oriented films. 
Films not designated in the list as “color” are black and white. 
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Title Color (min.) Distributor 
A 
A to B X 
Abel Gance, Yesterday and X 
Tomorrow 
About Sex X 
African Sanctus X 
A1 Stacey Hays X 
Alexander and the Car with X 
a Missing Headlight 
Allures X 
Alphabet 
Alvin Ailey: Memories and X 
Visions 
Amazing Cosmic Awareness of X 
Duffy Moon 
An American Time Capsule X 
Anasi the Spider X 
Anatole X 
Ancient Africans X 
Ancient Games X 
The  Ancient Peruvian X 
Andy and the Lion X 
Angel and Big Joe X 
Animal Farm X 
Animation Pie X 
Antonia: A Portrait of the X 
Woman 
Anything You Want to Be 
Arrow to the Sun X 
The Art of Age X 
At 99: A Portrait of Louise X 
Tandy Murch 
Attica X 
Aucassin & Nicolette X 
Autobiography of Miss Jane X 
Pittman 
Automania 2000 X 
Bad Dog X 
Ballad of Crowfoot 
Ballet Adagio X 
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35 
28 
24 
47 
28 
14 
5 
6 
54 
27 
3 
10 
9 
27 
28 
27 
10 
27 
75 
25 
58 
8 
12 
27 
24 
80 
16 
110 
10 
4 
10 
10 
Con temporary/McGraw-Hill 
Time/Life 
Con temporary/McGraw-Hill 
Texture 
Time/Life 
Jason Films 
Weston Woods 
Pyramid 
National Film Board of Can-
ada 
Phoenix 
Learning Corp. 
Pyramid 
Texture 
Con temporary/McGraw-Hill 
International Film Founda- 
tion 
Xerox 
International Film Founda- 
tion 
Weston Woods 
Learning Corp. 
Phoenix 
Film Wright 
Phoenix 
New Day 
Texture 
ACI 
Eccentric Circle 
Tricontinental 
National Film Board of Can-
ada 
Learning Corp. 
Con temporary/McGraw-Hill 
Eccentric Circle 
Con temporary/McGraw-Hill 
Pyramid 
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Length
Title Color (min.) Distributor 
Ballet with Edward Villella 
Balthazar the Lion 
Basic Film Terms: A Visual 
Dictionary 
Beast of Monsieur Racine 
Beauty Knows No Pain 
Beginning of Life 
Begone Dull Care 
Between the Tides 
Big Henry & the Polka Dot Kid 
Birth Without Violence 
Black History: Lost, Stolen or 
Strayed 
Black Music in America 
Blaze Glory 
Blind Bird 
Blinkity Blank 
The Blue Dashiki 
Blue Like an Orange 
Boiled Egg 
Bolero 
Borom Sarret 
Boundary Lines 
A Boy and a Boa 
Boy Who Liked Deer 
Braverman’s Condensed Cream 
of Beatles 
Brian’s Song 
Bronze Zoo 
Bulldozed America 
Buster Keaton Rides Again 
The  Camel Who Took a Walk 
Canon 
Caps for Sale 
The Case of the Elevator Duck 
Caterpillar 
Chairy Tale 
Changes, Changes 
Chartres Cathedral 
The Chicken 
Un Chien Andalou 
Children in Peril 
Children of the Sun 
A Child’s Christmas in Wales 
X 30 
X 12 
X 15 
X 9 
X 25 
X 30 
X 9 
X 22 
X 32 
21 
X 54 
X 38 
X 10 
X 45 
X 6 
X 14 
X 25 
X 5 
X 28 
I9 
X 10 
X 13 
X 18 
X 17 
X 74 
X 16 
25 
55 
X 6 
X 11 
X 5 
X 17 
X 16 
10 
X 6 
X 30 
10 
16 
X 22 
x 10 
26 
Learning Corp. 
Wombat 
Pyramid 
Weston Woods 
Benchmark 
Benchmark 
International Film Bureau 
Contemporary/McGraw-Hill 
Learning Corp. 
New Yorker 
BFA 
Learning Corp. 
Pyramid 
Con temporarylMcGraw-Hill 
International Film Bureau 
EBEC 
Con temporary/McGraw-Hill 
Con temporary/McGraw-Hill 
Pyramid 
New Yorker 
McGraw-Hill 
Phoenix 
Learning Corp. 
Pyramid 
Learning Corp. 
Texture 
Carousel 
Contemporary/McGraw-Hill 
Weston Woods 
International Film Bureau 
Weston Woods 
Learning Corp. 
Learning Corp. 
International Film Bureau 
Weston Woods 
EBEC 
Con temporary/McGraw-Hill 
Pyramid 
Xerox 
Audio/Brandon 
Con temporary/McGraw-Hill 
LIBRARY TRENDS 68 
Core Film Collection 
Length 
Title Color (rnin.) Distributor 
China: The Roots of Madness 
Christmas Cracker 
Chromophobia 
Circus Town 
The City 
City of Gold 
City Out of Wilderness 
Claude 
Clay 
Closed Mondays 
Colter’s Hell 
The Concert 
Corral 
Cosmic Zoom 
Cosmos 
The Cow That 
Culloden 
Curious George Rides a Bike 
The Daisy 
Dance Squared 
A Dancer’s World 
Darkness, Darkness 
A Day in the Life of Bonnie 
Consolo 
Daybreak Express 
Days of Dylan Thomas 
Dead Birds 
Death Be Not Loud 
Desert People 
Dr. Leakey and the Dawn of 
Man 
Dr. Seuss on the Loose 
The Dot and the Line 
Doubletalk 
The Doughnuts 
Dream of Wild Horses 
Drummer Hoff 
Dunes 
Easter Island 
Eggs
E!eanor Roosevelt Story 
Elsa, the Lioness 
The Emerging Woman 
83 Films, Inc. 
X 
X 
9 
11 
Con temporary/McGraw-Hill 
International Film Bureau 
X 48 NBC 
55 Museum of Modern Art 
23 McGraw-Hill 
X 28 Films, Inc. 
X 8 Pyramid 
8 Con temporary/McGraw-Hill 
X 8 Pyramid 
X 14 Phoenix 
X 12 
11 
Pyramid 
Radim 
X 
X 
x 
8 
6 
10 
Con temporary/McGraw-Hill 
Pyramid 
Contemporary/McGraw-Hill 
X 
72 
10 
Time/Life 
Weston Woods 
X 
X 
6 
4 
Audio/Brandon 
National Film Board of Can- 
ada 
30 Rembrandt 
X 37 Nolan, Wilton & Wilton 
X 17 Barr 
X 6 Pennebaker 
X 
X 
X 
22 
83 
26 
51 
26 
Con temporary/McGraw-Hill 
Contemporary/McGraw-Hill 
Contemporary/McGraw-Hill 
Con temporary/McGraw-Hill 
EBEC 
X 25 BFA 
X 9 Films, Inc. 
x 
X 
9 
26 
Learning Corp. 
Weston Woods 
X 
X 
9 
6 
Contemporary/McGraw-Hill 
Weaton Woods 
X 7 Pyramid 
X 
X 
28 
10 
Audio/Brandon 
Radim 
90 Audio/Brandon 
30 TinelLife 
40 Radim 
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Title Color (min.) Distributor 
T h e  Emperor’s Oblong X 
Pancake 
The  Empty Quarter X 
End of the Trail: Parts 1 and 2 
Enter Hamlet X 
Ersatz X 
Eskimo Artist Kenojuak X 
Eugene Atget (1856-1927) X 
Evan’s Corner X 
Experiments in Motion X 
Graphics 
The  Eye Hears and the X 
Ear Sees 
Eye of the Storm X 
The Fable of He and She X 
Face of Lincoln 
The  Family That Dwelt Apart X 
La Fantaisie de Melies 
Fear Woman X 
Fiddle-De-Dee X 
Film Firsts 
Fine Feathers X 
The First Americans X 
First Mile Up 
The Five Chinese Brothers X 
Flatland X 
Flavio 
Follow the North Star X 
Foolish Frog X 
Four Families 
Four Religions 
The Fox Went Out on a X 
Chilly Night 
Frame-up x 
Frank Film X 
Free to Be.. .You and Me X 
Frederick X 
Frog Went A-Courtin’ X 
From These Roots 
The Fur Coat Club X 
Galina Ulanova 
The Gallant Little Tailor 
6 Sterling 
48 Films, Inc. 
53 McGraw-Hill 
4 Pyramid 
10 Contemporary/McGraw-Hill 
20 Contemporary/McGraw-Hill 
10 Con temporary/McGraw-Hill 
24 BFA 
15 Museum of Modem Art 
58 International Film Bureau 
25 ABC 
12 Learning Corp. 
22 University of Southern Cali- 
fornia 
8 Learning Corp. 
11 Blackhawk 
28 Con temporary/McGraw-Hill 
4 International Film Bureau 
54 Sterling 
5 Benchmark 
10 International Film Founda-
tion 
28 McGraw-Hill 
10 Weston Woods 
12 Con temporary/McGraw-Hill 
12 Contemporary/McGraw-Hill 
47 Time/Life 
8 Weston Woods 
58 McGraw-Hill 
60 McGraw-Hill 
8 Weston Woods 
30 Pacific St. Films 
9 Pyramid 
42 McGraw-Hill 
6 Connecticut Films 
12 Weston Woods 
28 William Greaves 
18 Learning Corp. 
37 Audio/Brandon 
10 Contemporary/McGraw-Hill 
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Garden Party 
Gene Deitch: The  Picture 
Book Animated 
Genesis 
The  Gentleman Tramp 
Georgie 
Georgie to the Rescue 
Ghosts and Ghoulies 
Giving Tree 
Glass 
Glass House 
The  Golden Fish 
Grandma Moses 
The  Great Adventure 
Great Radio Comedians 
The  Great Toy Robbery 
The  Great Train Robbery 
Growing Up Female: As Six 
Become One 
The Guns of Autumn 
Hailstones and Halibut Bones 
The  Hand 
Hank, The Cave Peanut 
The Happy Owls 
Happy Prince 
Hard Times in the Country 
Harlem Wednesday 
Harold and the Purple Crayon 
Harriet Tubman and the 
Underground Railroad 
Harvest of Shame 
The Hat 
Hellen Keller 
Help! My Snowman is 
Burning Down 
Hen Hop 
Hercules 
The Heritage of Slavery 
The Hidden World 
High School 
Highway 
Hiroshima-Nagasaki 1945 
The Hoarder 
X 24 
X 25 
X 6 
X 78 
X 6 
X 10 
X 21 
X 10 
X 11 
X 91 
X 20 
X 22 
75 
X 88 
X 7 
10 
60 
X 90 
X 6 
x 19 
X 14 
X 6 
X 25 
X 58 
X 10 
X 10 
54 
54 
X 18 
45 
X 10 
X 4 
X 11 
X 52 
X 24 
75 
X 6 
16 
X 8 
ACI 
Weston Woods 
Audio/Brandon 
RBC 
Weston Woods 
Sterling 
Sterling 
Stephen Bosustow 
Contemporary/McGraw-Hill 
Learning Corp. 
Columbia 
Radim 
Sterling 
McGraw-Hill 
Con temporary/McGraw-Hill 
Blackhawk 
New Day 
Carousel 
Sterling 
Con tem porary/McGraw-Hill 
Yellow Bison 
Weston Woods 
Pyramid 
Indiana University 
Audio/Brandon 
Weston Woods 
Con temporary/McGraw-Hill 
McGraw-Hill 
Con temporary/McGraw-Hill 
Con temporary/McGraw-Hill 
Contemporary/McGraw-Hill 
International Film Bureau 
Weston Woods 
BFA 
EBEC 
Zipporali 
Kadim 
Center for Mass Communica- 
tion 
Benchmark 
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Length 
Title Color (min.) Distributor 
The Hole X 
Holy Ghost People 
Hommage i FranGois Couperin X 
Hoppity Pop X 
Hospital 
Hot Water/Safety Last 
How Could I Not Be Among X 
YOU? 
Hunger in America X 
The Hunters X 
I.F. Stone’s Weekly 
I Have a Dream 
I Know an Old Lady Who X 
Swallowed a Fly 
I Will Fight No More Forever X 
Images MediCvales X 
The Immigrant 
I n  a Dark Time 
I n  Praise of Hands X 
I n  Search of the Bowhead X 
Whale 
In  the Company of Men 
The Inheritance 
The Insects x 
Interregnum 
Iran X 
Ishi in T w o  Worlds x 
Islam X 
The Island Called Ellis X 
It Happens to Us X 
It’s About This Carpenter 
J.T. X 
Jackson Pollock X 
Jazoo X 
Jesse Owens Returns to Berlin 
La Jetee 
John Muir’s High Sierra X 
Joseph Schultz X 
Journey to the Outer Limits X 
Joyce at 34 X 
Judoka 
Kremlin X 
Ku Klux Klan 
15 
60 
2% 
3 
84 
81 
28 
54 
72 
62 
35 
6 
106 
18 
16 
28 
27 
49 
52 
60 
5 
29 
18 
19 
34 
53 
30 
14 
51 
10 
18 
51 
27 
27 
13 
52 
28 
18 
54 
47 
Audio/Brandon 
Contemporary/McGraw-Hill 
Sturgis Grant 
International Film Bureau 
Zipporah 
Time/Life 
Eccentric Circle 
Carousel 
Con temporary jMcGraw-Hill 
Jerry Bruck 
BFA 
International Film Bureau 
Macmillan 
Radim 
Blackhawk 
Contemporary /McGraw-Hill 
National Film Board of Can-
ada 
National Film Board of Can-
ada 
William Greaves 
Harold Mayer 
Contemporary/McGraw-Hill 
Contemporary /McGraw-Hill 
Pyramid 
Con temporary/McGraw-Hill 
Texture 
McGraw-Hill 
New Day 
New York University 
Carousel 
Radim 
ACI 
Con temporary/McGraw-Hill 
Pyramid 
Pyramid 
Wombat 
National Geographic Society 
New Day 
Contemporary /McGraw-Hill 
McGraw-Hill 
Carousel 
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Length
Title Color (min.) Distributor 
Lappis X 
Lay My Burden Down 
L‘Chaim (To Life) X 
Legacy of Anne Frank x 
The Legend of John Henry X 
Legend of Paul Bunyan X 
Legend of Sleepy Hollow X 
Lentil X 
Leo Beuerman X 
Leopold, The See-Through X 
Crumb picker 
Let My People Go 
Letter to Amy X 
The Light Fantastick X 
Lines Horizontal X 
Lines Vertical X 
Little Blue and Little Yellow X 
The Lively Art of Picture X 
Books 
Lonely Boy 
Lorraine Hansberry X 
The “Lost World” Revisited 
Louisiana Story 
The  Louvre X 
Lovejoy’s Nuclear War X 
A Lover’s Quarrel With 
the World 
Luke Was There x 
LumiPre Premiere Program: 
1895 
Lumi5re Years 
Madeline X 
Madeline’s Rescue X 
Magic Rolling Board X 
The Magic Tree X 
Make Way for Ducklings 
Malcolm X: Struggle for 
Freedom 
Man of Aran 
Man the Incredible Machine X 
Marc Chagall X 
Mark Twain’s America 
Martin Luther King Jr.: From 
Montgomery to Memphis 
10 Creative Film Society 
60 Indiana University 
82 O R T  
29 Con temporary/McGraw-Hill 
11 Pyramid 
14 Pyramid 
I 3  Pyramid 
9 Weston Woods 
14 Centron 
8 Weston Woods 
54 Films, Inc. 
7 Weston Woods 
58 Films for the Humanities 
6 International Film Bureau 
6 International Film Bureau 
9 ContemporaryjMcGraw-Hill 
57 Weston Woods 
26 Contemporary/McGraw-Hill 
55 Films for the Humanities 
28 Sterling 
77 Con temporary/McGraw-Hill 
45 EBEC 
60 Green Mt. Post Films 
40 Holt, Rinehart &Winston 
32 Learning Corp. 
5 Radim 
93 Films, Inc. 
8 Columbia 
7 Con temporary/McGraw-Hill 
15 Pyramid 
10 Texture 
11 Weston Woods 
22 Grove Press 
77 Contemporary/McCraw-Hill 
28 National Geographic Society 
25 McGraw-Hill 
54 McGraw-Hill 
27 BFA 
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Title Color (min.) Distributor 
Maurice Sendak X 
Me & You Kangaroo X 
Medina X 
Memorandum 
Men’s Lives X 
Meshes of the Afternoon 
Mexican Americans: The X 
Invisible Minority 
Mime1 -Up From Puerto Rico X 
Mice Mulligan and His X 
Steam Shovel 
Miss Goodall & the Lions of X 
Serengheti 
Miss Goodall and the Wild X 
Chimpanzees 
Les Mistons (The Mischief 
Makers) 
The Mockingbird 
The  Mole as a Watchmaker X 
The Mood of Zen X 
Moon, 1969 X 
Moonbird X 
Morning of the Litvre x 
Mosaic X 
Movie 
Mrs. Amworth X 
Munro X 
My Childhood 
Mystery of Stonehenge X 
N.Y., N.Y. X 
Nahanni X 
Nana, Mom and Me X 
Nanook of the North 
Neighbors X 
The Neur X 
New Mood 
The New Russia X 
Night and Fog X 
Night Journey 
Night Mail 
Nine Variations on a Dance 
Theme 
14 
19 
15 
58 
43 
14 
38 
15 
11 
52 
28 
20 
39 
6 
14 
15 
10 
12 
6 

12 
29 
9 
51 
54 
19 
19 
47 
54 
9 
75 
30 
52 
31 
29 
25 
13 
Weston Woods 
Learning Corp. 
Serious Business 
Contemporary/McGraw-Hill 
New Day 
Films, Inc. 
Indiana University 
Learning Corp. 
Weston Woods 
Films, Inc. 
Films, Inc. 
Pyramid 
Audio/Brandon 
Phoenix 
Hartley Productions 
Scott Bartlett 
Radim 
National Film Board of Can-
ada 
International Film Bureau 
Serious Business 
Learning Corp. 
Contemporary /McGraw-Hill 
Benchmark Films 
McGraw-Hill 
Francis Thompson 
National Film Board of Can-
ada 
New Day 
Films, Inc. 
International Film Bureau 
McGraw-Hill 
Indiana University 
Theodore Holcomb 
Contemporar y/R/lcGraw-Hill 
Rembrandt Film Library 
Radim 
Radim 
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Length
Title Color (min.) Distributor 
Niok 
Nixon: Checkers to Watergate 
No Lies 
No. 00173 
Nobody Died of Old Age 
Notes on a Triangle 
Nothing But a Man 
Now is the Time 
The Nutcracker 
An Occurrence at Owl Creek 
Bridge 
Odessa Steps 
Off On 
An Old Box 
Old Fashioned Woman 
The Old Order Amish 
Olga 
Olympia Diving Sequence 
Omega 
One A.M. 
One Day at Teton Marsh 
One-Eyed Men Are Kings 
One Wish Too Many 
Organism 
The Owl and the Pussycat 
Owl Who Married a Goose 
Paddle to the Sea 
Pas de Deux 
Patrick 
The Pawn Shop 
Peege 
People Soup 
Permutations 
Phoebe 
The Photographer 
Pigs 
Plow That Broke the Plains 
Poisons, Pests and People 
The  Poor Pay More 
Portrait of Grandpa DOC 
Powers of Ten 
The  Pride and the Shame 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
29 
26 
16 
9 
58 
5 
92 
36 
60 
27 
8 
9 
9 
49 
52 
47 
4 
13 
14 
47 
15 
55 
20 
6 
8 
28 
14 
7 
21 
28 
13 
6 
29 
30 
11 
25 
60 
60 
31 
8 
30 
Walt Disney 
Pyramid 
Phoenix 
McGraw-Hill 
Films, Inc. 
International Film Bureau 
Audio/Brandon 
Carousel 
Warner Brothers-Seven Arts 
Contemporary/McGraw-Hill 
Audio/Brandon 
Scott Bartlett 
National Film Board of Can-
ada 
Films, Inc. 
Vedo Films 
Carousel 
Image Resources 
Pyramid 
Blackhawk 
Walt Disney 
McGraw-Hill 
Sterling 
Phoenix 
Contemporary/McGraw-Hill 
Stephen Bosustow 
National Film Board of Can-
ada 
Learning Corp. 
Weston Woods 
Blackhawk 
Phoenix 
Learning Corp. 
Museum of Modern Art 
McGraw-Hill 
National Audiovisual Center 
Churchill 
National Audiovisual Center 
Con temporary/McGraw-Hill 
Indiana University 
Phoenix 
Pyramid 
Time/Life 
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Length
Title Color (min.) Distributor 
Primary 
Puppets 
The  Quiet One 
Rabbit Hill 
The  Railroader 
Rainshower 
Rape: A Preventive Inquiry 
The Real West 
Really Rosie 
The Reality of Karel Appel 
Red Ball Express 
The Red Balloon 
The Red Carpet 
Renaissance 
Report from Cuba 
Rhinoceros 
Rich Cat, Poor Cat 
The  Ride 
Right to Die 
Rise & Fall of the Great Lakes 
The River 
River Nile 
Kivers of Sano 
Robert Frost’s New England 
Roberta Flack 
Rookie of the Year 
Rosie’s Walk 
Runner 
Ruth Stout’s Garden 
A Sad Song of Yellow Skin 
Sailing 
Sand, or Peter and the Wolf 
Santiago’s Ark 
Scott’s Last Journey 
Scrap of Paper and a Piece 
of String 
Screentest 
Search for Ulysses 
Self Service 
The  Selling of the Pentagon 
Sentinels of Silence 
Serenal 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
x 
X 
X 
X 
X 
X 
x 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
54 
15 
67 
53 
24 
10 
18 
54 
26 
13 
3 
34 
9 
10 
54 
8 
8 
8 
56 
17 
32 
52 
83 
22 
29 
47 
5 
11 
23 
60 
13 
10 
47 
60 
6 

20 
53 
11 
52 
19 
4 
Time/Life 
ACI 
Contemporary /McGraw-Hill 
Contemporary/McGraw-Hill 
Contemporary/McGraw-Hill 
Churchill 
Gary Mitchell 
McGraw-Hill 
Weston Woods 
Con temporary/McGraw-Hill 
Perspective 
Audio/Brandon 
Weston Woods 
Pyramid 
Indiana University 
Con temporary/McGraw-Hill 
Con temporary/McGraw-Hill 
Con temporary/McGraw-Hill 
Macmillan 
National Film Board of Can-
ada 
National Audiovisual Center 
McGraw-Hill 
Phoenix 
DeWitt Jones 
Indiana University 
Time/Life 
Weston Woods 
National Film Board of Can-
ada 
Mokin 
Films, Inc. 
Con temporary/McGraw-Hill 
Image Resources 
Carousel 
Contemporary/McGraw-Hill 
Contemporary/McGraw-Hill 
Phoenix 
Carousel 
Connecticut Films 
Carousel 
EBEC 
International Film Bureau 
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Length
Title Color (min.) Distributor 
Seven Authors in Search 
of a Reader 
Shadow Catcher 
Shakers 
Shakespeare: Soul of an Age 
The Shopping Bag Lady 
Short and Suite 
Sixteen in Webster Groves 
Skinny and Fatty 
The Smallest Elephant in 
the World 
Smile 
Snow (British Railways) 
Snow White and Rose Red 
The Snowy Day 
Solo 
Some of the Boys 
South America 
Steadfast T in  Soldier 
Still A Brother: Inside the 
Negro Middle Class 
Stone Soup 
The Stonecutter 
Storm of Strangers 
A Story, A Story 
The Story About Ping 
The Story of a Book 
Story of a Writer 
Stravinsky 
The Street 
Street of the Flower Boxes 
String Bean 
Stuart Little 
Study in Wet 
Suinmerhill 
Superfluous People 
Supergoop 
Swimmy 
Symmetry 
Tchou,Tchou 
X 
X 
X 
x 

X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
x 
21 
85 
29 
50 
21 
5 
47 
45 
6 
18 
10 
10 
6 
15 
34 
27 
14 
90 
11 
6 
27 
9 
10 
1 1  
25 
49 
10 
48 
17 
52 
7 
27 
54 
13 
6 
10 
15 
Con temporary/McGraw-Hill 
Phoenix 
Tom Davenport 
McGraw-Hill 
Learning Corp. 
International Film Bureau 
Carousel 
Contemporary/McGraw-Hill 
Sterling 
Contemporary/McGraw-Hill 
ACI 
Contemporary/McGraw-Hill 
Weston Woods 
Pyramid 
Perrenial 
International Film Founda-
tion 
Audio/Brandon 
Contemporary/McGraw-Hill 
Weston Woods 
International Film Founda-
tion 
Macmillan 
Weston Woods 
Weston Woods 
Churchill 
Sterling 
Audio/Brandon 
National Film Board of Can-
ada 
Films, Inc. 
Contemporary/McGraw-Hill 
Con temporary/McGraw-Hill 
ACI 
National Film Board of Can-
ada 
McGraw-Hill 
Churchill 
Connecticut Films 
Con temporary/McGraw-Hill 
EBEC 
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Len,gth
Title Color (min.) Distributor 
Television Land 
The Tenement 
This Child is Rated X 
This is Edward Steichen 
This is New York 
Three Robbers 
Thursday’s Children 
Ti-Jean Goes Lumbering 
A Time For Burning 
Time Is 
Time of Wonder 
Time Out of War 
Time Piece 
The Titan 
Toccata For Toy Trains 
Tokyo Olympiad 
Toller 
Tool Box Ballet 
Tour en L’Air 
A Tribute to Malcolm X 
True Story of the Civil War 
12-1 2-42 
Two Men and a Wardrobe 
The Unanswered Question 
Union Maids 
Universe 
Urbanissimo 
The Velveteen Rabbit 
Veronica 
Very Nice, Very Nice 
Vivaldi’s Venice 
Vive Le Tour 
Walking 
The Weapons of Gordon Parks 
Where the Wild Things Are 
Where Time is a River 
Whistle for Willie 
White Mane 
White Throat 
Why Man Creates 
Why the Sun and the Moon 
Live in the Sky 
Wife Beating 
Williamsburg Restored 
The Wind and the River 
X 
X 
X 

X 

X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
12 
40 
53 
27 
12 
6 
22 
16 
58 
29 
13 
22 
8 
67 
15 
32 
26 
8 
50 
15 
33 
12 
15 
5 
51 
27 
6 
19 
28 
7 
27 
47 
5 
28 
8 
18 
6 
39 
10 
25 
11 
30 
44 
10 
Charles Braverman 
Carousel 
NBC 
Carousel 
Weston Woods 
Weston Woods 
Contemporary/McGraw-Hill
International Film Bureau 
Contemporary/McGraw-Hill 
Con temporary /McGraw-Hill 
Weston Woods 
Con temporary/McGraw-Hill 
Con temporary/McGraw-Hill 
Con temporary/McGraw-Hill 
Pyramid 
Jan-Or 
Wombat 
ABC 
Eccentric Circle 
Indiana University 
McGraw-Hill 
Grove Press 
Contemporary/McGraw-Hill 
Audio/Brandon 
New Day 
Screenscope 
Con temporary/McGraw-Hill 
LSB 
Jason Films 
Contemporary/McGraw-Hill 
Time/Life 
New Yorker 
Learning Corp. 
Con temporary/McGraw-Hill 
Weston Woods 
Perrenial 
Weston Woods 
Con temporary/McGraw-Hill 
AV Explorations 
Pyramid 
ACI 
Films, Inc. 
Colonial Williamsburg 
Pyramid 
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Length
Tit le  Color (min.) Distributor 
Windy Day X 12 Grove Press 
Winter of the Witch 
The World of Jacques Yves 
Cousteau 
X 
X 
20 
48 
Learning Corp. 
EBEC 
World Turned Upside Down X 52 Films, Inc. 
Woven Gardens X 55 Time/Life 
Yudie 20 MirraBank 
Zlateh the Goat X 20 Weston Woods 
References 
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1 9 7 6 , ~ .  18. 
2. Wittich, Walter A., and Schuller, Charles F. Instructional Technology, Ztr 
Nature and Use. 5th ed. New York,Harper and Row, 1973, p. 449. 
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Eight-millimeter Film in Public Libraries 
PHILIP LEVERING 
FORTHE PAST THIRTYYEARS, and for the foreseeable future, 16mm film 
has been the format around which all other audiovisual services in public 
libraries are tangential. One format that has become very popular in 
recent years as a supplemental service to 16mm is 8mm film. Because it 
is less expensive to purchase and to maintain, many libraries have added 
8mm to their collections. The most prominent type of 8mm film in public 
libraries is the short, silent, black and white film. Old-time comedy classics 
of Chaplin, Laurel and Hardy, Keaton, and so on are definitely the most 
popular category of 8mm film in libraries. The 15-minute to one-half hour 
silent comedy classics sell for less than $20, and many feature-length films 
are also available at proportionately higher prices. 
Most libraries treat films just as books, i.e., they do not inspect them 
by machine upon return, but simply give them a quick visual inspection, 
for example, to be sure that the reels match their boxes, and then return 
them to the library shelves in readiness for the next borrower. The theory 
behind this method is that people are accustomed to taking good care of 
their own home movies, and therefore are not likely to damage other 
films. Unfortunately, this is not always true. 
8mm films can be purchased from sources such as Blackhawk, Niles, 
Cinema Concepts, and many other distributors at prices ranging from 10 
percent to 80 percent of the 16mm cost. (A selected list of 8mm distribu- 
tors follows this article.) The large variance in these prices reflects, for 
the most part, the different levels of 8mm copyright royalty, as well as dif- 
ferences in the gauge, color, sound cartridge, etc. of these films. 
Philip Levering is Chief, Audiovisual Division, Suffolk Cooperative Library System, 
Belleport, New York. 
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In  addition to the above, 8mm films are available in cartridges. There 
are super-8mm cartridges that are silent, have magnetic sound, or optical 
sound. Several years ago, there was a trend in public libraries to purchase 
8mm optical sound cartridge films in Technicolor format. Children’s 
stories from ACI, Sterling and Weston Woods were leaders in the field. 
Mainly because of repeated problems with the Technicolor projectors, 
this format has lost favor among libraries. Schools use 8mm cartridges 
called “loops,” or “single concept” films for teaching purposes, but even 
here the 8mm format is losing popularity. A good source listing these 
materials is the fifth edition of NICEM Index to 8mm Motion Cartridges, 
published by the University of Southern California. 
While 8mm distributors are currently enlarging sales efforts in mag- 
netic sound, a survey of public libraries shows very little activity in this 
area. Marketing statistics indicate that of the approximately 10 million 
8mm projectors in use in the United States, less than 900,000 are equipped 
for magnetic sound. This fact, in addition to the added cost of the film, 
explains most of the reluctance to acquire yet another format. 
Trends in public demand should be watched carefully by public Ii- 
brary audiovisual purchasers for the next two or three years especially. 
The acceptance of film by public libraries seems to be at a point at which 
demand could increase dramatically in one of several areas: (1) super- 
8mm magnetic sound; (2)  videotape cassettes; or (3) video discs. Should 
the market not be strongly affected by video products, it may then be 
wise to increase acquisitions of 8mm silent and magnetic sound films. In  
the meantime, it appears that most libraries will continue to add small 
numbers of 8mm silent films to supplement their 16mm collections. A list 
of some of the principal distributors of 8mm films, which may serve as a 
reference for information on obtaining films, follows here. 
A & V Methods Company, P.O. Box 8593, Rochester, New York 14619 
Blackhawk Film, Eastin-Phelan Corp., 1235 West 5th Street, Davenport, 
Iowa 52808 
Cinema Concepts, Inc., 91 Main Street, Chester, Connecticut 06412 
Columbia Pictures 8mm Films, 711 Fifth Avenue, New York, New York 
10022 
Griggs-Moviedrome, 263 Harrison Street, Nutley, New Jersey 071 10 
Fred A. Niles Communications Center, 1058 W. Washington Boulevard, 
Chicago, Illinois 60607 
Reel Images, 456 Monroe Turnpike, Monroe, Connecticut 06468 
Select Film Library Inc., 115 W. 31st Street, New York, New York 10001 
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Bibliographic Control of Media : One Step Closer 
RUTH R. RAINS 
THEWINTER1978 ISSUE of Library Trends characterizes union lists of 
audiovisual holdings as “one of the highly attractive projects for con- 
sortia.”l This is a summary of the history and philosophy of such a project. 
The men and women who organized the Consortium of University 
Film Centers (CUFC) in 1970, although members and officers of other 
professional organizations, discovered that their common problems and 
perspectives would benefit from a separate association which could better 
identify and deal with their needs and opportunities. The thrust of CUFC’s 
purpose and philosophy is well described in its constitution as follows: 
a. T o  assist in making film more accessible, to promote its wide- 
spread and most effective use, and to recommend optimal stan- 
dards of service and distribution; 
b. 	To foster cooperative planning among universities, institutions, 
agencies, foundations, and organizations in the solving of mutual 
problems; 
c. To  gather and disseminate information on improved procedures 
and new developments, and to report useful statistics through 
common reporting terminology; 
d. To reduce waste of resources and unnecessary duplication of ef-
fort, through open sharing and cooperative exchange among 
members; 
e. T o  develop and provide programs which have real economic ben- 
efits and privileges to its membership; and 
Ruth R. Rains is Associate Professor and Editor, Visual Aids Service, University of 
Illinois at Urbana-Champaign. 
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f. 	To inspire, generate, and coordinate research and scholarship 
which may further these purposes and objectives.2 
This organization has the good fortune to number among its members 
many who were aware of these needs, which were first brought formally 
to the attention of the profession by a national “Work Conference on Bib-
liographic Control of Newer Educational Media,” prepared and given at 
Indiana University in 1960 by Margaret Rufsvold and Carolyn Guss. The 
proceedings of this conferencea became a benchmark report. More familiar 
to readers of this journal will be the ALA volume which definitively de- 
scribed the need for the related professions in 1972 : Bibliographic Control 
of Nonprint Media,’ a work stemming from a USOE media institute. 
Those members of the “new” consortium who were aware of the need 
for bibliographic control formed a Data Bank Committee, which a for-
tunate and stubborn remnant saw through eight years of painful meta- 
morphoses to a finished product. The Educational FiZm Locator will 
contain extensive and highly reliable information on the geographically 
identified holdings of fifty university film rental centers5 This committee 
was faced with the task of bridging the chasm between those minds which 
spurn the use of the computer for various reasons, and those minds which 
see in this sophisticated tool some hope of approximating control of the 
complexity of knowledge given into their charge. The committee found, 
as others of its kind will verify, that this was a time-consuming and intri- 
cate process, reminiscent of some medieval penance assigned for the per- 
fection of patience. 
The vision of the possibilities in computerized cataloging first ex- 
pressed itself in the media profession in 1966, in the Department of Audio-
visual Instruction of the National Education Association (now AECT: 
Association for Educational Communications and Technology). A 2-
pronged task force under the leadership of executive secretary Anna L. 
Hyer was asked to work on cataloging standards for educational media, 
and on coding standards for the computerization of cataloging6 
The Data Bank Committee of CUFC was propitiously chaired for its 
first several years by W.J. Quinly of Florida State University, one of those 
key people endowed by life with a grounding in library and media theory 
and practice. As head of the media center at his own university, Quinly 
was keenly aware of the practical problems posed by the cataloging of 
media to certain aspects of the currently prevalent theory-prescription pro- 
posed a dozen years ago. He had already worked for years both in ALA 
and in its above-mentioned sister organization AECT (as chairman of the 
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standards committee arm of the original Department of Audiovisual In- 
struction thrust) toward the translation of actual needs into a standard, 
professionally acceptable methodology, and toward bringing the languages 
of the parallel professions into accord. Such an undertaking is an ambition 
whose presumption can only be gauged by those who have sat with the 
terminology committee of a professional organization and watched its 
struggle to bring its own vocabulary into accord. The visible monument 
to this quarter-century of raw endurance is the AECT-endorsed Standards 
for Cataloging Nonprint Materials, coauthored by Quinly and Alma 
Tillin, which is now in its fourth edition.‘ These standards are in accord 
with AACR’s revised Chapter 12 on matters of content (with the excep- 
tion of a few vocabulary items not relevant to film), but are not yet in 
accord with regard to matters of style, and in particular the ISBD punc- 
tuation.s 
There was a long interim period for the Data Bank Committee dur- 
ing which it seemed that the absence of any agreement on format (and in 
particular on subject heading structure) and the absence of any source of 
funding would justify those doomsayers who had from the beginning 
termed the project “pie in the sky.” The chairmanship in this interim was 
borne jointly by W.J. Cuttill of Indiana University and James G. Buter-
baugh, then at the University of Nebraska. Buterbaugh, active also in the 
Educational Film Library Association, took advantage of being in New 
York to try to interest representatives of R.R. Bowker Company in meeting 
with the committee and members of the CUFC board of directors to dis- 
cuss a feasibility study. With Bowker‘s interest expressed in funding and its 
professional expertise came the necessary motivation for compromise on 
format. 
The consortium relied heavily on the flexibility of Bowker‘s “BIPS” 
(Bibliographic Information Publishing System) ,which includes selection 
routines for extraction of records by code (with a view to subject area 
catalog spinoff) ,control of records by separate data fields to a maximum 
of 192, a variety of options for output format, e t ~ . ~  Bowker, on the other 
hand, relied on the consortium editorial committee’s experience in hand- 
to-hand combat with problems created by the vagaries in titling and con- 
flicts in the sources of title information -which remain the bane of their 
existence-for help in establishing the parameters for the system’s appli- 
cation, in establishing authority files, and in editing the merged data. 
The stated aim of the Locator project was to produce a cost-effective, 
multiple-use reference tool. A range of possible users beyond the film rental 
customer was kept in mind: schools, libraries, business and industrial or- 
SUMMER 1978 a5 
R U T H  R .  R A I N S  
ganizations as film buyers and sellers, and professionals in need of sound 
bibliographic data. The committee sought to respect and to operate in the 
spirit of the British project as it was voiced by Antony Croghan: “I started 
off on one or two basic assumptions because I was a librarian. The first 
one is that a good catalog is a good thing.. . .I appreciate a good tool, 
and know what I can do with it. The second one, and this applies a little 
more precisely to the nonprint media, was that these materials were en- 
titled to the utmost sophistication in cataloging that I knew was possible.”1° 
Extant reference tools were examined and discussed in the hope of 
supplementing rather than duplicating them. Also considered was the need 
to provide an increased variety of information for which a demand is 
bound to emerge from the growing trend toward film study courses, the 
greater level of sophistication of educational film content, and the pos- 
sibilities inherent in electronic information formats, including the even- 
tuality of linking with other data bases. One primary aim of the project 
was to provide the film user not only with alternative print source locations 
of a title with which he/she was already familiar, but to provide, through 
subject heading structure, a broadening of horizon to a group of alterna- 
tive title choices. 
The annotations are more detailed than is customary in such a large 
compendium, for the reason that the user is envisioned as deserving of 
content sufficient to permit judgment of some of the learning objectives 
which might be met by any particular film, and some idea of the filmic 
approach where it is in any way significant or unusual. Unfortunately, it 
was considered not to be cost-effective to introduce retrospectively use 
notations or a taxonomy of purposes. 
Use notations, which might seem invaluable in this era of behavioral 
objectives, were so far ahead of their time that they were forgotten when 
“their time” finally arrived. These notations appeared in what might in 
some respects be considered the prototype of the Locator. Charles F. 
Hoban chaired the American Council on Education’s Committee on Mo-
tion Pictures in Education, which produced a volume called Selected 
Educational Motion Pictures: A Descriptive Encyclopediu in 1942. As its 
title indicates, it is selective rather than exhaustive, and covers 500 films 
reported as valuable “in at least five states,” evaluated “in curriculum 
terms by competent judges.”ll For each film the volume gave the follow- 
ing information : full title information, appropriate grade levels, running 
time, primary purchase source, release date, rental sources, an “appraisal” 
giving its suitability for specific purposes, and a fairly exhaustive content 
synopsis. 
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Strangely enough, economic deterrents are not the only persuasions 
against listing specified objectives. Hoban has wisely observed that such a 
list can have an effect opposite the intent: “Specification of objectives as 
observable behavioral outcomes may have the effect of inhibiting the con- 
sideration of outcomes which are not easily observed, ‘measured,’ or 
counted, thus narrowing the spectrum both of functions and the range 
of intended behavioral changes.”12 In addition to economic deterrents, 
evaluative comments today are suspect of subjectivity or of promotional 
intent -or are, on the other hand, subject to far-fetched charges of “cen- 
~orship.”’~Where they do appear, they often seem prone to suffer from 
a warp in the definition of criticism, which has equated it with derogation. 
The Data Bank Committee’s third period of chairmanship went to 
the director of the Locator project, Willard D. Philipson of the University 
of Minnesota. His mixture of expertise was also ideal for the timing of his 
chairmanship, as he had, in addition to his film library management ex- 
perience, a rich background of training and practice in the automation 
of data. Together with Emery I. Koltay, Bowker’s Director of Serials 
Bibliography and Standards, Philipson coordinated the final choices for 
system fields and the application of the system to the data, as well as the 
scheduling and hosting of the various editorial sessions involving a com-
mittee of twelve. This committee was in turn responsible regionally for 
overseeing the proofreading and preparation of new input in individual 
film centers. 
Koltay and his staff came to the Locator project fresh from a triumph 
which was ideal preparation for the struggle with the vagaries of titling 
which remain the disgrace of the media production field. This triumph, a 
cooperative project with the Library of Congress, was the cumulation, 
standardization and casting in data base format of twenty-one years of 
international serials title information, “New Serial Titles 1950-1970,”14 
which ALA acknowledged as the contribution of the year in this field (it 
was published in 1973). 
The preparation was completely appropriate, because, as anyone 
knows who has worked with international serials, in seeking the Fest-
schrift fur Gobbledygook one finds that it has been absorbed by the Fest-
schrift fur uberwhelmende Gobbledygook, which has been absorbed by 
Gobbledygookwissenschaftliche Mitteilungen. This is more than a little 
reminiscent of the food chain of producer/distributor changes prevalent 
in the media field. 
CUFC relied on the professionalism of the staff that produced “New 
Serial Titles 1950-1970” for assistance in the major area of difficulty and 
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compromise: the list of subject headings. Familiar with the foregone con- 
clusion that -in this area in particular -whatever choices are made will 
satisfy almost no one, the committee expressed the consensus of CUFC 
members that the work should aim for major satisfaction to the average 
film user, who would like to find films about cats listed under “Cats.” 
Bowker’s staff patiently and tolerantly assimilated this wish to a pm- 
fessional matrix by the incredible feat of hand-sorting the existing heads 
in use in the 50 catalogs and reducing each to an entity having both a 
Library of Congress and a Dewey Decimal equivalent, resulting in a com- 
posite of about 800 categories, with thousands of “see” and “see also” 
references. While this is not posited as a definitive solution to the prob- 
lem, it is a major concession to the principal criticism of existing indices: 
“The greatest obstacle to .  . .use.. . is the subject heading system which 
is not based on a standard guide such as Sears or Library of Congre~s.”~~ 
The Locator will still exhibit some of the shortcomings of the original 
cataloging, which came from a full range of contributors, clerical to pro- 
fessional, but as a project it has done much to correct the situation de- 
plored by Beckwith in 1974: “The published standards have not resulted 
in standardization.”l8 In the rueful words of one project participant, “At 
least we found out why we should have done it right.” The person who 
has learned that has gained in wisdom. 
A long-overdue innovation which the Locator will at last bring to 
fruition is the provision of each title with a number from the standard 
numbering system (ISBN). Two types of numbering systems were estab- 
lished for the retrospective assignment: (1) those producers having a large 
number of films in the file and a current address assigned their own num- 
bers, and (2) for the multitude of small contributors (many of whom have 
disappeared), the numbers were assigned by the Bowker staff. 
A problem of major dimensions, which has delayed the project to a 
degree not imagined by its participants, stemmed from the fact that ap- 
plications of the rule for series title main entries were so open to subjective 
judgment that most films with two or more title parts had been entered 
in at least twoways. Particularly troublesome were the impressively orga- 
nized “programs” ( a  sort of super-series) of the giants of the educational 
production field, such as Encyclopaedia Britannica and McGraw-Hill. The 
AIBS Biology Series, for example, bears four units apparently appropriate 
to title fields in the producer’s catalog listing: 
“Program” title : Modern Biology Program 
“Series” title : AIBS Biology Series 
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“Unit” title: Part I -Cell Biology 
Film title: T h e  World of Life 
In some of these “programsYY the films also bore subtitles. Needless to say, 
in a situation of this kind it is a problem of no mean dimensions to iden- 
tify the “series” title. In a program of 120 films, consisting of 10 units 
with 12 films in each unit, the “program” is one kind of series and the 
“unit” is another. Completely apart from the producer catalog list, the 
confusion is compounded by the fact that the title frame of the film, from 
which the information should properly be taken, bears a hybrid of the 
catalog “program” title with the catalog “series” title, reading: “Modern 
Biology Series.” Understandably, the merger showed cases in which each 
of these possibilities had been treated as a series title. 
High on the list of positive factors for the project was the fact that 
member consensus favored, and members presumably followed, the uni- 
versal recommendation of standards manuals (impossible to apply in the 
situation of many other data banks) that the catalog information be taken 
from the film itself rather than from surrogate documents which are sus-
ceptible to variable input. Most member libraries even checked titles show- 
ing more than one entry version on the first printout of the data merger 
against the film during the first editing phase. In cases of duplication, 
entries were merged in a direction established by a priority list compiled 
by the editorial committee and based on their estimation of the degree of 
care and thoroughness in the application of cataloging standards at each 
center. 
In establishing parameters for the Locator system, every effort was 
made to accommodate known and anticipated complexities, with the 
double aim of thoroughness and flexibility. The system was projected to 
accommodate the existence of titles, subtitles, variant titles, former titles, 
foreign-language and translated titles, and series titles, and to coordinate 
them by means of a cross-reference structure. Ten field codes were allowed 
for covering “all” title eventualities. The initial editing of the merger dis- 
closed one possibility that was neither foreseen nor, consequently, provided 
for: a series may have two legitimate current titles. 
Such a case is best illustrated by Kemp R. Niver’s rejuvenation proj- 
ect of the historical motion picture holdings of the Library of Congress 
from archival paper prints. First marketed under the title Film History -
Beginnings of Cinema (Units 1 through 23) and subsequently as The  First 
Twenty  Years (Parts  1through 26), the series legitimately bears both titles 
in film center catalogs, depending on where and when it was purchased. 
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The two Niver series are identical in content through Unit 17. From then 
on, the difference is in mounting, with the exception that one film, a 1901 
comedy entitled Automobile Parade on Coney Island Boulevard, appears 
in Unit 22A of the Film History version, and is omitted altogether from 
The First Twenty Years. Both series cover the same historical period, 
1898-1912 -which makes it a matter of some interest to imagine how the 
second marketing title was chosen. 
Today, with the sheer volume of titles available, exhaustive content 
treatment is out of the question. Worldwide nontheatrical film production 
between 1915 and 1977, not including films produced for television, to- 
taled 500,900.*‘ Total nontheatrical production in 1977 in the United 
States alone was 15,390, which represents a 4 percent increase over the 
previous year’s production.18 
NICEMs 16mm title entries numbered 108,356 in the first quarter 
of 1976.19 As of April 1978, Library of Congress MARC film data base 
tapes contain 43,521 records, of which 20,636 are 16mm film.” OCLc’s 
member input of film records stood at 43,112 in March 1978, with Library 
of Congress MARC film tapes on hand waiting to be loaded, which will 
double the size of that file.*’ The Locator will contain approximately 
45,000 records, almost entirely in 16mm film format ( a  few centers carry 
video cassette). No work has yet been done to determine the percentage 
of overlap that might exist among these files. 
The only statistics available on potential overlap to date may be 
found in a doctoral dissertation done at Indiana University in 1974, which 
included content analysis of ninety-one regional, state and national film 
rental library catalogs. I t  revealed that of the 36,000 titles in question, 
15,000, or almost one-half, were one-owner titles. These statistics repre- 
sent extrapolations on the basis of a random sample of 1800 titles in 43 
catalogs.22 
In  another study (also done at Indiana) involving “major and minor 
sources of information about films and.. .catalogs of approximately 200 
film libraries,” statistics extrapolated from a sampling of 732 title entries 
from approximately 250 chosen documents showed that: (1) no single 
catalog included as many as 50 percent of these titles, (2)  none of the 
major indices served as a comprehensive source of information, (3) the 
most comprehensive source of information was the Library of Congress, 
and (4)  the most comprehensive at that date (1971) listed only 40 per-
cent of the titles identified.23 
The original recommendation of the final report of the Southern 
California Automated Cataloging research project, which culminated in 
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the founding of NICEM, was that other centers be established on a na-
tionwide basis: “No one group can supply the services needed by the li- 
braries throughout the country. With the need so great, regional and local 
centers must be set up to perform these tasks.”24 As Hoban has observed 
about universities in general, “We have much work ahead to build an 
educational system of mutuality of interest and 
I t  is to be hoped that the figurative meaning of the optimistic philos- 
ophy of Teilhard de Chardin, tout ce qui monte converge,26 may apply 
in the case of these various units: “All that is seeking to be better is mov- 
ing in the same direction, and will eventually come together.” 
At the time of this writing, one final editing session for the Locator 
remains to be scheduled. The publication date originally estimated is long 
past, partly due to unforeseen setbacks and partly to a refusal to com- 
promise quality. Plans are under consideration for methods of regular 
updating of the file, and for future editions. 
The Locator is one piece of a giant jigsaw puzzle which, when it is 
finally assembled, will at last spell “bibliographic control of media” -
meaning, for one thing, easy access to the best of what has been, in the 
interim, evolving into a truly useful and beautiful medium: the educa- 
tional film. 
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ITCAME AS SOMETHING of a shock recently, upon visiting a library, when 
the librarian proudly pointed to the “audiovisual” room. I t  consisted en- 
tirely of microfiche readers and files. As an “educational media” specialist 
rather than a librarian, this writer’s first reaction was scornful amusement. 
However, with reflection came the realization that the shame should have 
been personal and not directed toward the librarian. 
Gutenberg’s invention of the printing press in the fifteenth century 
made materials printed from movable type available for the first time in 
history. Yet it was not until the end of the eighteenth century that the 
ability to read and write was considered important enough for leaders to 
advocate the establishment of public schools. Prior to that time, illiteracy 
was the rule rather than the exception (and there are some who feel that 
this is still true). I t  was 1875 before Melvil Dewey invented his decimal 
classification system for cataloging library books -there simply were not 
enough libraries or books until that time to require such a system. Thus, 
it is not surprising that audiovisual materials, which were merely a gleam 
in the minds of such men as Thomas Edison, Guglielmo Marconi, and 
Alexander Graham Bell less than 100 years ago, have not yet received 
recognition equal to that of printed materials in most library collections. 
There is little doubt that, for the moment, technology has outstripped 
the ability to absorb and utilize it. This fact, coupled with the information 
explosion of the twentieth century, has placed a heavy responsibility on 
all libraries, whether they serve the public, industries, schools and univer- 
sities or other specialized segments of the population. Much of the tech- 
Jan W. Cureton is Media Development Coordinator, Audiovisual Center, Univer- 
sity of Iowa, Iowa City. 
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nology which has enabled libraries to include any of the wide range of 
audiovisual materials in their collections has been developed only within 
the last twenty-five to thirty years. This calls for the retraining of librarians 
to handle acquisition of information in other than the “print” form. Also 
needed is a redefinition of staff roles, since no one person can be com- 
pletely informed about both print and audiovisual materials, as well as 
have knowledge of the equipment, storage requirements and cataloging 
necessary for their full utilization. 
Despite these difficulties, records, audiotapes, slides, filmstrips and 
even multimedia packages seem to lend themselves to the procedures al- 
ready established in most libraries. In general, they are easy to check out, 
use and house. While acquisition of the equipment involved may present 
some problems, the equipment is usually also highly portable and is easy 
to use and store. The acquisition of films, however, is another problem 
entirely. 
One of the most popular audiovisual forms, the motion picture, has 
been a unique part of twentieth-century culture and civilization. In the 
1890s, fierce rivalry raged among France, Germany, England and the 
United States for the distinction of being first to make the motion picture 
a viable medium. Thomas Edison and George Eastman (founder of East- 
man Kodak) were largely responsible for developing the technology which 
made the United States a leader in the field. 
At that time, Edison felt that the motion picture’s primary value 
would be to the field of education. What he did not foresee was its im- 
mense potential for entertainment -a popularity which still endures. 
Today, the motion picture ranks in importance as an art form with litera- 
ture and the theater. I t  also provides invaluable original documentation 
of most of the events of this century. 
Motion picture collections were started almost from the very inven- 
tion of the medium. Fascinated by the inventions of his friend Thomas 
Edison, Henry Ford amassed a huge collection of films made during the 
first three decades of this century; these are now housed in Dearborn, 
Michigan. The Musuem of Modern Art, perhaps one of the first institu- 
tions to realize that a motion picture could also be an art form, acquired 
a large collection which met its exacting standards and continues in the 
selection and circulation of these films today. In Davenport, Iowa, Kent 
Eastin began collecting entertainment films in the early 1920s as a hobby. 
That hobby became Blackhawk Films, a thriving business which is prob- 
ably one of the finest sources of early American movies today. 
As early as 1913, at a meeting of representatives from four mid- 
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western universities, it was agreed that educational films should be avail- 
able for use in colleges and public schools. As a direct result of this meet- 
ing, the first educational film rental libraries were established in 1914 by 
the University of Wisconsin, University of Iowa, Iowa State University 
and University of Kansas. Although their initial efforts were confined to 
circulation of “magic lantern” slides and a few highly combustible 35mm 
nitrate films, there are more than fifty major university film rental libraries 
today, in addition to countless public school and college film collections 
throughout the nation. Since few patrons had movie projectors at home, 
however, public libraries were a little slower to acquire film collections, 
and the equipment was both cumbersome and difficult to operate for a 
long time. 
In comparison to the development of printed materials, the develop- 
ment of motion pictures has been amazingly rapid. While printed materials 
do -and perhaps should -constitute the major portion of most library 
collections, the acquisition of films is now considered an important and 
necessary activity. 
Some initial advice to anyone considering addition of films to a col-
lection would be: “Forget everything you know about the selection, pro- 
cessing, housing and circulation of books or printed materials. This is an 
entirely different ball game.” To begin with, a decision must be made on 
the format: 8mm, 16mm or both. The 35mm format is used almost solely 
in commercial theaters and the equipment required is rarely available 
elsewhere. The 8mm format is attractive from the cost point of view; 
however, there is regular 8mm and super-8mm, both of which can be 
silent or have magnetic or optical sound. Each of these variations requires 
a different kind of equipment. Most school and college libraries have 
standardized use of the super-8mm format, either silent or with optical 
sound, and circulate the equipment on which these films can be used. 
They must nevertheless take great care to specify the proper format de- 
sired to match the equipment available. 
Public libraries experience a more difficult problem, as they receive 
requests for both regular 8mm and super-8mm films, depending upon the 
type of equipment patrons have at home. Since public libraries have found 
that 8mm features and shorts are inexpensive and popular, many are 
acquiring collections in both formats. Various types of 8mm projectors 
are circulated as well, allowing patrons also to view their own movies at 
home. If the foregoing seems confusing, it is. The lack of standardization 
in 8mm format is one of the primary reasons why it is not as popular as 
the 16mm film. 
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In the early 192Os, Alexander Victor invented a 16mm projector and 
convinced George Eastman that with the adoption of 16mm safety acetate 
film, the motion picture could at last begin to serve its function in educa- 
tion. This was a major advance. With the addition of both color and 
sound in the 193Os, and the fact that any kind of 16mm projector could 
project any 16mm film, t h i s  has become the most popular and usable film 
format available today. A conservative estimate of the educational and 
short film features available in 16mm at the present time might be made 
at approximately 75,000. This figure does not include the many feature or 
entertainment films which have also been reduced to the 16mm format 
for home and library use. 
How does one select 16mm films? There are no accepted lists or 
“recommended basic collections,” no selection tools similar to the refer- 
ence works which assist the librarian in acquiring print materials. Further- 
more, there are no “jobbers” to whom one can send a list of titles with 
the assurance that the order can be filled. Even the terms are entirely 
foreign to someone familiar only with print materials. 
In essence, the available selection tools are, in reality, “identification” 
tools, which may give sufficient information for making decisions on which 
films to preview. One of the best known is NICEMs Index to  16mm Edu-
cational Films1which lists all films submitted to the Library of Congress 
for copyright, giving release date, physical description, producer and dis- 
tributor. This is probably the most complete listing of educational or short 
films available. A publication now in preparation is the CUFC/Bowker 
Educational Film Locator.* This work will list all the film holdings of the 
Consortium of University Film Centers (approximately fifty university 
film rental libraries), with a complete annotation, rental and purchase 
information, and addresses. While this reference will be invaluable to 
schools and universities, it should also be helpful to public libraries which 
find an increasing number of patrons requesting this type of information. 
Another valuable reference is Feature Films on 8mm and 16mm,3 com-
piled and edited by James L. Limbacher. This is a directory of feature 
films available for rental, sale and lease in the United States. This book 
is in its fourth edition, with supplements printed annually by the Educa- 
tional Film Library Association. 
There is any number of professional journals and publications which 
include film reviews and filmographies for specific fields, as well as a few 
review services which list and review a wide range of materials. Among 
these are Sightlines, Landers Film Reviews, Preview, and Media: and 
Met hods.4 The Educational Film Library Association also publishes an 
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excellent bibliography of periodicals, journals and books called Film Li-
brary Administration.6 
Once the references have been acquired, the next step is to cumpile 
a list of film distributors or producers and write for their catalogs. In 
some cases, the film distributor produces no films but represents a number 
of producers in marketing their products, while in others, the producer 
and distributor are one and the same. Keeping up to date on what is avail- 
able is difficult. Many film distributors employ salespeople who will call 
on librarians and an even larger number do all of their marketing by 
direct mail. Therefore, it is necessary to peruse the mail each day and to 
keep complete files of the many sources of supply. One method of han- 
dling this is with a double filing system. The first file should contain cata- 
logs arranged alphabetically by source. The second is a subject file into 
which brochures or circulars on new releases can be placed for reference 
at the time of selection. The subject file is also a convenient place to store 
filmographies on specific subject areas. 
Previewing is a practice seldom used in the selection of print material, 
but absolutely essential to film selection. The high cost of 16mm films 
($7-$8 per minute for black and white and sound, $14-$16 per minute 
for color and sound) makes it mandatory that they be previewed before 
purchasing. Most reputable film distributors provide free film preview 
service for a period of one to two weeks. However, this privilege places a 
responsibility on the previewer to keep records of what films have been 
previewed, what evaluations were given and when the films were returned. 
A good evaluation system is essential. Some of the factors which should 
be considered are the audience to which the film is directed, the accuracy 
and effectiveness of the presentation, and the technical quality. Samples 
of evaluation tools are available in Developing Multi-Media Libraries, Ad- 
ministering Educational Media, and AV Instruction: Technology, Media 
and Methods.6 Another useful publication, at least in identifying the kinds 
of problems which may have to be dealt with is Guidelines for Producers 
and Distributors of Educational Films, published by the Consortium of 
University Film Centers.' While it is directed to film producers, it con- 
tains a great deal of information which is also helpful to the purchaser. 
Who should preview and evaluate the film is another question with 
a not-so-simple answer. Some libraries have a screening committee, and 
in many schools and universities, subject area specialists and curriculum 
committees perform this function. The Missouri Film Library Cooperative, 
which services a number of public libraries in the state, holds an annual 
film festival to which representatives of the cooperating libraries are in- 
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